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ABSTRACT:
V irko  Baley: A n E x a m in a tio n  o f 
H is W orks T h a t F ea tu re  C la r in e t
by
T im o th y  B onen fan t
Dr. K enne th  H an lon , E xa m in a tio n  C om m ittee  C ha ir 
P rofessor o f M u s ic  
U n ive rs ity  o f Nevada, Las Vegas
T h is  paper exam ines the  co m p os itio n a l techn ique s  o f the  w o rk s  th a t 
fe a tu re  the  e la rin e t by  U k ra in ia n -A m e ric a n  com poser V irko  B a ley (b. 
1938). In  d iscu ss in g  Ba ley’s m us ic , tb is  paper investiga tes h is  use o f 
extended techn iques, h is  use o f m u lt ip le  m em bers o f the  c la r in e t fam ily , 
the  cha llenges i t  p resents to  p e rfo rm ers , h is  m u s ie a l expression and 
in s p ira tio n s , and its  purposes and evo lu tio n . F in a lly , the  paper shows 
how  B a ley ’s m u s ica l choices eschew tra d it io n a l fo rm a l s tru c tu re s  and 
h a rm o n y  fo r m ore  innova tive  expressive goals.
C hap te rs  1 and 2 deal w ith  B a ley ’s life  and m u s ica l evo lu tion . 
C ha p te r 3 d iscusses Scu lp tured  B irds  (1979-1984), h is  f irs t w o rk  th a t 
fea tu res the  c la rin e t. C hap te rs  4 th ro u g h  6 d iscuss  h is  w o rks  O rpheus  
Singing  (1994), Persona I I  (1997-2002) and  the Songs W ithout W ords 
(2001-03). C h a p te r 7 p resen ts P a rtita  No. 4 (2005), a new  w o rk  u s in g
iii
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severa l m em bers o f the  c la r in e t fa m ily . C hap te r 8 sum m arizes  B a ley ’s 
a cco m p lish m e n ts  th ro u g h  these w o rks  and d iscusses h is  in te n tio n s  fo r 
w o rk s  he p la n s  to compose.
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M any th a n k s  to  a ll the  pe rfo rm ers  w ho  assisted me on m y re c ita ls : 
K e lly  Evans, B r ia n  M arsh , Rachel Ju lia n -Jo n e s , D iana  Lungu , Ive lina  
Kata lieva , Jam es Harvey, R achael B row n, T im o th y  Jones, Jason  
D ick in so n . D av id  Loeb, Shu-W en Wen, A m y B asse tt and m os t im p o r ta n t 
o f a ll, V irk o  Baley, the  sub jee t o f th is  paper.
F in a lly , w ith o u t the c re a tiv ity , assistance and fr ie n d s h ip  o f V irk o  
Baley, th is  pape r w ou ld  n o t have been possib le. M r. Baley and th e  a u th o r 
share  an assoc ia tion  th a t is  r ic h  in  de ta il, in  eam raderie  and in  th e ir  
respeetive love o f m us ic . E ach  has lea rned  im m ense ly  fro m  the  o ther, b u t 
the  a u th o r s t i l l  feels th a t he has received the  b e tte r end o f the  deal. The 
a u th o r  th a n k s  h im  fo r h is  c o n tr ib u tio n s  and fo r the  m u s ic  on w h ic h  th is  
paper is based.
XI
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CHAPTER 1 
BIOGRAPHY
V irk o  Baley w as b o rn  in  R adehkiv, U n io n  o f Soviet S oe ia lis t R epub lic , 
in  w h a t is now  the  c o u n try  o f U kra ine , on O ctober 21, 1938, the  on ly  
c h ild  o f Petro (Peter) and L yd ia  Baley. Before he h a d  ce lebra ted h is  f irs t  
b ir th d a y . H itle r 's  G erm an a rm y  had invaded Poland and  W orld  W ar 11 
h a d  begun. The w a r de fined B a ley ’s ea rly  years, an d  gave h im  a v e iy  
d iffe re n t v iew  o f life  and the  w o rld  th a n  ch ild re n  b o rn  in  the  U n ite d  
S ta tes d u rin g  those same years. H is  fa th e r w as in te rre d  a t the 
co n ce n tra tio n  cam p in  A u sch w itz  fo llo w ing  the  G erm an  invas ion . Baley, 
h is  m other, unc les , a u n ts  and g ra n d m o th e r were re loca ted  to S lovakia . 
The  fa m ily  w as re u n ite d  on a fa rm  in  G erm any n e a r the  end o f the  w a r to 
w o rk  as fa rm  labore rs, a fte r w h ich  th e y  re loeated to  M u n ich . F rom  1947 
to  1949 the Baleys lived in  a D isp laced Persons cam p in  Regensburg, 
G erm any.
H is  fam ily  m oved to M u n ic h , G e rm any im m e d ia te ly  a fte r the  war. It  
w as there  w here, a t h is  p a re n ts ’ behest, Baley began h is  f irs t  m u s ica l 
s tu d ie s  w ith  a fe llow  U k ra in ia n , R om an S aw ycky .' These p iano  lessons 
las ted  from  1945-46. B a ley ’s progress w as s low  a t firs t; he w as 
fre q u e n tly  ill,  and beeause o f the  fa m ily ’s tra n s ie n t hom e life, th e y  d id  
n o t own a p iano. In  1949, the  fa m ily  em igra ted  to  the  U n ite d  S tates,
' S m ith , Ken. V irko  Baley (b. 1938). VirkoBaley.Com . (October 5, 2004): h t t p : / /  
v irk o b a le y .c o m /. pg. 1
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s e ttlin g  in  Los Angeles, C a lifo rn ia . I t  was in  Los Angeles in  1951 th a t  the  
Ba leys ob ta ined  th e ir  f irs t  p iano. A ceord ing  to  S m ith : " In  1952 he began 
s tu d y in g  w ith  E arle  C. Voorhies, head o f the  p iano  fa c u lty  a t the  Los 
Angeles C onserva to ry  o f M u s ic  and A rts , and from  the re  Baley 
progressed ra p id ly . A fte r devo ting  a sem ester fo llow ing  h ig h  sehool to  
p rac tice , he entered the  C onserva to ry  (now p a rt o f C a lifo rn ia  In s t itu te  o f 
the  A rts ), w here he reeeived b o th  h is  b a che lo r’s and m a s te r ’s degrees, 
m a jo r in g  in  m u s ic  and  com pos ition . ”  ̂ B a ley ’s lessons w ith  Voorhies 
lasted  fo r a bou t ten  years.
A n o th e r im p o rta n t teacher fo r Baley w as Rosina Lhev inne, best 
rem em bered as a teaeher o f p ia n is ts  such  as Van C lib u rn , J o h n  
B ro w n in g . A r th u r  Gold, Jam es Levine and M isha  D iehter.^ Ba ley s tu d ie d  
w ith  Lhev inne  d u r in g  the  sum m ers  o f 1956 th ro u g h  1959 in  Los Angeles 
and 1960 in  Aspen, Colorado.
Baley a lso had lessons and  m as te r classes w ith  Leonard  S hu re  (1960), 
whose s tu d e n ts  in c lu d e d  U rs u la  Oppens'^, G ilb e rt K a lish ,^  V o lke r 
Banfield'^ and  eom poser Jam es K. RandaHJ K a r l-U lr ic h  Sehnabel, son o f 
the  great G erm an  p ia n is t A r tu r  Schnabel, a lso gave B a ley a few lessons 
on a b ou t five d iffe re n t occasions in  the  la te  ‘70s and ea rly  ‘80s. The 
teachers Ba ley e re d its  w ith  sh a p in g  h im  the  m os t as a m u s ic ia n , 
however, w ere Voorh ies and Lhevinne.
2 S m ith . Ken. pg. 1
'* H ighste in . E llen. "Lhevinne [née Bessie]. Rosina", Grove M usic O nline ed. L. M acy 
(accessed February  22, 2005), <h ttp ://w w w .g ro v e m u s ic .c o m >
'* H ighste in . E llen. "Oppens, U rsu la ". Grove M usic O nline ed. L. M acy (accessed 
February  22. 2005). <h ttp ://w w w .g ro v e m u s ic .c o m >
"’ Ates. Orga. "Ka lish . G ilbe rt", Grove M usic Online  ed. L. Macy (accessed F ebruary  22, 
2005), <h ttp ://w w w .g ro v e m u s ic .c o m >
" S iepm ann. Jerem y. “ B anfie ld , V o lke r” . Grove M usic Online  ed, L. M acy (accessed 
February 22. 2005), <h ttp ://w w w .g ro v e m u s ic .c o m >
 ̂ B a rk in . E la ine. “ R andall, J(ames) K (irtland)", Grove M usic O nline  ed. L. M acy 
(accessed February  22. 2005), <h ttp ://w w w ,g ro v e m u s ic .c o m >
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The b ig  in flu e n ce  w as E a rl Voorhies; Lhevinne w as a close 
second, b u t m ore as a c o n tin u a tio n  o f w h a t Voorhies 
em phasized: c la r ity  o f fo rm , s u b tle ty  o f em o tion  and le ttin g  
inna te  m u s ic ia n s h ip  b lossom . He w as also b ig  on m a k in g  the  
in s tru m e n t you  were p la y in g  sound  good; th a t  m eant, p lay  
the  a c tua l in s tru m e n t and n o t some im a g in a ry  one. I f  i t  
canno t p la y  lou d e r th a n  x -n u m b e r o f decibels, th e n  don ’t.
M ake i t  a lw ays sound  b e tte r th a n  i t  is, a ve ry  im p o rta n t 
lesson fo r me. F rom  S chnabe l 1 received a w o n d e rfu l lesson 
in  m u s ica l s tru c tu re  and  pay ing  close a tte n tio n  to 
dyn am ics .”
Baley has o ften  s ta ted  h is  b e lie f th a t “you  ca n ’t  re a lly  teach 
co m p o s itio n ,’’ desp ite  the  fa c t th a t he has tu rn e d  o u t some suceessfu l 
s tu d e n ts  o f h is  own. T h a t idea ho lds  tru e  in  B a ley ’s v iew  o f h is  own 
com pos ition a l s tud ies . “A lth o u g h  1 do l is t  M o rris  H. R uger as m y 
p r in c ip a l co m p os ition  teacher, 1 b a s ica lly  cons ide r m yse lf as se lf-ta u gh t. 
T h a t is, 1 was ta u g h t by  a ll the  g reat and second-ra te  com posers 1 
pe rfo rm ed  as p ia n is t and conducto r. In  the  las t decade i t  has been 
p r im a r ily  (bu t n o t only) b y  the  second-ra te  ones, w ho  keep on teach ing  
me w h a t m is takes  to avo id ." " T h is  idea o f Ba ley’s is  a lso eviden t in  h is  
p h ilo sop h y  th a t, even tua lly , a com poser’s favorite  com poser m u s t 
u lt im a te ly  be h im s e lf/h e rs e lf.
Baley b r ie fly  s tud ied  w ith  com posers D ona ld  E rb  and M ario  
D av idovsky d u r in g  a com posers ’ conference he ld  a t Jo hnson , V e rm on t, in  
the  su m m er o f 1972. D av idovsky  s in fluence  w as m in im a l, and Ba ley d id  
n o t keep in  to u ch  w ith  h im . B a ley and E rb , however, s t i l l  m a in ta in  a 
p ro fess iona l fr ie n d s h ip  to  th is  day. ° B a ley describes th e ir  re la tio n s h ip  as 
som ew hat one-s ided w ith o u t seem ing b it te r  over it.
V irko  Baley. em ail. February 22, 2005. 
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W ith  D on  E rb  I had  a long re la tio n sh ip  —  m a in ly  as 
p e rfo rm e r o f h is  m us ic . 1 don ’t  th in k  m y  m u s ic  w as h is  cup  
o f tea. B u t 1 pe rfo rm ed  a n u m b e r o f h is  pieces, 
com m iss ioned  one fo r Las Vegas C ham ber Players, b ro u g h t 
h im  to  U k ra in e  to K iev M us ic  Fest, b ro u g h t h im  to  Las Vegas 
a n u m b e r o f tim es (the o rchestra  d id  h is  T rom b one  C oncerto  
w ith  M iles  A nderson), etc. W h a t d id  1 get o u t o f it?  As a 
com poser, n o t m u ch . He had lit t le  in flu e n ce  on me d ire c tly . 
In d ire c tly , h is  p ro fess iona lism  and e ra ft 1 respect. As 
pe rfo rm er, 1 fo u n d  h is  m u s ic  in te re s tin g  and  eo lo ris tic  and  
very A m e rica n  in  its  g e s tu re s ."
One o f the  o n ly  p laces w here Baley m en tions  any o f h is  co m p os itio n
s tu d ies  is in  the  p rog ram  notes to h is  early  songs, w r it te n  d u r in g  h is
s tud ies  w ith  Ruger,
1 w as a t th a t tim e  [1957 to 1961] in  the m id s t o f a se rious 
convers ion  to se ria l p rine ip le s  i f  n o t o rth o d o x  se ria lism  (the 
f irs t th re e  issues o f the  E ng lish  tra n s la t io n  o f Die Reihe  were 
ava ilab le  and 1 lite ra lly  devoured No. 2 on W ebern). As a 
p iano  s tu d e n t o f E arle  C. Voorhies a t the  Los Angeles 
C onse rva to ry  o f M us ic  and A rts  (now p a r t o f C a lifo rn ia  
In s titu te  o f the  A rts ) 1 had  inc luded  in  m y  solo re pe rto ire  
S choenberg ’s Op. 19 and 33a, A n to n  W ebern ’s V aria tions, as 
w e ll as w o rks  b y  B a rto k , H in d e m ith  and S toekhausen  
{K lav ie rs tück  No. 9).
M y te ache r o f com pos ition , M o rris  H. Ruger, had  com posed 
h is  P iano Sonata  No. 2 fo r me, w h ich  1 la te r  recorded. A t the 
same tim e , R uger d id  n o t to ta lly  approve o f se ria lism  or 
a to n a lity . So 1 decided to compose som e th in g  c lea rly  ton a l; 
som e th in g  th a t w ou ld , a t the same tim e, show  the  same 
seriousness as m y  m ore “advanced” e ffo rts  and sa tis fy  
S choenberg ’s s ly  re m a rk  th a t “ there  w as p le n ty  o f good 
m u s ic  s t i l l  to  be w ii t te n  in  the  key o f C M a jo r” (the s ins  o f 
yo u th  have th e ir  priv ileges)....
1 rem em be r v iv id ly  th a t w r it in g  these tw o  songs convinced  
me th a t  the  g ra v ita tio n [a l| p u ll o f to n a lity  has to  be p resen t 
in  e ve ry th in g  1 w rite , even i f  on ly  as a s u b -te x t. The exam ples 
o f A lb a n  Berg, the  la te  W ebern and F ra n k  M a rtin  (and la te r 
M essiaen) he lped me th ro u g h  th is  c ris is  in  the  ea rly  70s.
T h is  p r in c ip le  has gu ided me th ro u g h o u t such  h a rm o n ic a lly
V irko  Baley. em ail to  the au thor. F ebruary  22, 2005,
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dense w o rks  as S cu lp tured  B irds, P a rtita  fo r th re e  p ianos and  
th ree  trom bones  and N octu rna l No. 5. In  red iscovering  these 
ea rly  songs, 1 red iscovered m y  early  s trugg les th a t  never le ft
m e.'^
Baley s f irs t  m a tu re  com pos ition s  date fro m  h is  years a t the 
C onserva tory: the  f irs t  o f h is  N octu rna ls  [No. 1 (1958)] fo r  p iano. Tw o  
D um as  fo r p iano  (1959), N octu rna l No. 2 (1960) and Tw o Songs in  O lden  
S ty le  fo r soprano and  p iano  (1960).
In  1963, Baley w as d ra fted  in to  the  US A rm y  and s ta tion ed  in  F u lda , 
G erm any. There he became a ss is ta n t co n d u c to r and co m p o se r/a rra n g e r 
fo r the  A rm y  B and. W h ile  in  G e rm any Baley also m e t h is  f irs t w ife  K a rin  
Koch (1939-2003), and up on  h is  d ischarge in  1965, the  tw o le ft fo r  Los 
Angeles. Ba ley’s c h ild re n  w ith  K a r in  were b o rn  there ; a son, S tephan, 
b o rn  in  1965, and a daughter, Vanessa, b o rn  in  1968.
Between 1965 and  1969, Ba ley essen tia lly  s topped com posing  to  
concen tra te  on p e rfo rm in g  and teach ing . In  1967, he gave up  h is  p riva te  
p iano  s tu d io  to teach fu ll tim e  a t h is  a lm a m ater, n o w  nam ed C a lifo rn ia  
In s titu te  o f the A ils ,  w here  h is  course load also ine lu d e d  teach ing  classes 
in  m u s ic  h is to ry  and  theory.
Two events in  1970 m arked  a change in  Ba ley’s a r t is t ie  life; f irs t,  h is  
move to Las Vegas, w here he jo in e d  the fa c u lty  a t the  U n ive rs ity  o f 
Nevada and organized bo th  the  Las Vegas C ham ber P layers and the  
A n n u a l C on tem p o ra ry  M u s ic  Festiva l, and second, h is  re tu rn  to 
com posing. One o f the  f irs t  pieces w r it te n  a fte r Ba ley m oved to  Las Vegas 
was h is  Tropes fo r cello  and p iano  (1971). S h o rtly  the rea fte r, h is  
N octu rna l No. 3  fo r th ree  p ianos and  h is  P a rtita  No. 1 fo r  th ree  trom bones  
and th ree  p ianos w ere com ple ted and pe rfo rm ed  a t the  festiva l.
V irko  Baley. "Program  notes" In Two Songs in O lden Style  (Las Vegas: T roppe Note 
P ub lish ing . Inc.. 1989). i.
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In  1970, Ba ley estab lished  a fes tiva l o f co n tem po ra ry  m u s ic  a t UNLV. 
E ig h t years la te r, in  1978 &  1979, toge the r w ith  com posers B e rn a rd  
R ands a t th e  U n ive rs ity  o f C a lifo rn ia , San Diego and  M o rto n  S u b o tn ick  
a t C alifo r n ia  In s itu te  o f the  A rts , the  UNLV fe s tiva l w as com b ined  in to  a 
la rge  fe s tiva l in vo lv in g  a ll th ree  schools. A fte r th a t, the  th ree  festiva ls  
resum ed  th e ir  independence.
M any o f the  com posers and p e rfo rm ers  invo lved  in  the  fes tiva l a t 
U N LV  w ere as ton ished  a t its  existence in  a e ity  like  Las Vegas, a tow n  
n o rm a lly  associa ted w ith  F ra n k  S ina tra , W ayne Newton, top less 
sh o w g irls  and  the  M afia . Las Vegas s t i l l  has the  re p u ta tio n , o ften  he ld  by  
m a n y  w ho  have never even set foo t in  the  c ity , th a t  i t  is  a c u ltu ra l desert 
as w e ll as a lite ra l one. B a ley ’s w o rk  in  the  70s were some o f the  
earlys teps a t b r in g in g  some sense o f a c u ltu ra l life  to  Las Vegas.
Ba ley to o k  advantage o f the  fa c t th a t m a n y  p ro fess iona l m u s ic ia n s  
h a d  e s tab lished  them selves in  the  Las Vegas area, o ften  w o rk in g  in  
o rch es tras  em ployed by  the  ho te ls  on the  fam ed Las Vegas S tr ip . M an y  o f 
the  p e rfo rm e rs  foun d  the  pieces seleeted fo r th e  fes tiva l a b it  beyond 
w h a t the y  considered  to be va lid  m u s ica l s ta tem en ts , b u t several fo u n d  
the  fe s tiva l’s re pe rto ire  to  be a re fre sh in g  change fro m  th e  type o f m u s ic  
th e y  p layed as a n o rm a l p a rt o f th e ir  w ork load .
One su ch  p laye r w ho  w orked  w ith  Ba ley in  these years w as tru m p e t 
p la ye r and com poser W a lte r B la n ton . B la n to n  rem em bers h is  rea c tion  
w hen  he f ir s t  heard  B a ley ’s P a rtita  No. 1 fo r th ree  trom bo nes  and  th ree  
p ianos.
W hen 1 heard  h is  com p os itions  1 w as amazed. C om plex, 
po w e rfu l, sensitive : th a t is w h a t he w ro te  and  th a t is  how  he 
lived. Som etim es he w ou ld  re a lly  p iss me off, b u t i t  d id n ’t  
m a tte r  because 1 loved h im . Every tim e  he m ade me m ad i t
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also m ade me grow. He w as very dem and ing  a t the  festivals.
We had a lo t o f m us ic  to lea rn , b ra n d  new  pieces to  p lay. He 
a lw ays w as able to eom m un ica te  the  com p lex ities  in  a w ay 
you  cou ld  u n d e rs ta n d  them . The pieces came toge ther and 
the  p e rfo rm e rs  came together. W h a t a g reat experience!!'^
S u rp r is in g ly , B a ley p rogram m ed ve ry  l it t le  o f h is  ow n m u s ic  as p a r t  o f 
th is  fes tiva l. Ba ley w as m u ch  m ore  lik e ly  to  p rog ram  m u s ic  o f h is  
U k ra in ia n  con tem pora ries . The w o rks  pe rfo rm ed  inc luded : Spectre fo r  
ch a m b e r o rches tra , the  Violin  S onata  (from  Dram a] and  T r ia d a b y  
V a le n tin  S ilvestrov : Leon id  H ra b o vksy ’s From  Japanese  H a iku , Paste ls  
and  T rio  fo r V iolin. C ontrabass a n d  Piano: M yros lav  S ko ryk ’s R ecita tives  
a n d  Rondo: and  the  V io lin  Sonata  and  Five Preludes  o f B oris  
L ya to sh yn sky , the  fa th e r o f m o d e rn  U k ra in ia n  com position . Two 
com p os itio n s  B a ley rem em bers th a t d id  receive perfo rm ances d u r in g  the  
fes tiva l were the  P a rtita  No. 1 fo r th ree  trom bones and th ree  p ianos, 
a lready  m en tioned , and h is  p iano  piece N octu rna l No. 4.
In  1974, Ba ley received a N a tio n a l E ndow m en t o f the  A rts  g ra n t to  
fo rm a lly  es tab lish  the  Las Vegas C ham b e r P layers as a yea r ro u n d  
ensem ble. B e g in n ing  w ith  the  1974-75  season, the  ensem ble pe rfo rm ed  
fro m  e igh t to twelve concerts each year. In  a dd ition , th e y  were the 
p r in c ip a l ensem ble fo r the A n n u a l C on tem p o ra ry  Festiva l. T h is  g ro up  
in c lu d e d  m a ny  o f B a ley ’s colleagues from  the  U n ive rs ity  o f Nevada, Las 
Vegas M u s ic  D epa rtm en t, w ith  a d d itio n a l m em bers fro m  the loca l area. 
The g roup  becam e kn o w n  as the  Las Vegas C ham ber P layers. The 
C ham b e r P layers specia lized in , b u t  d id  n o t re s tr ic t them selves to, 
co n te m po ra ry  m us ic .
'■W alter B lan ton , em ail. M arch 4. 2005.
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A lso  d u r in g  h is  early years a t UNLV, B a ley began to  m ake tr ip s  to the 
U k ra in ia n  S. S. R. and estab lished  con tac ts  w ith  m a n y  com posers and 
m u s ic ia n s  fro m  h is  hom eland. Ba ley acted as a m essenger fo r h is  
co lleagues c u t o ff  from  the  n o n -C o m m u n is t w o rld , de live ring  scores and 
o th e r m a te ria ls  u nava ilab le  in  the  U. S. S. R. A t th e  same tim e, Baley 
sm uggled b a ck  w ith  h im  m u s ic  w r it te n  b y  h is  fr ie n d s  in  the  Soviet 
U n io n , o ften  a rran g ing  fo r pe rfo rm ances in  the  U n ite d  States th a t 
o the rw ise  w o u ld  have been im poss ib le  (or m ore like ly , fo rb idden) to 
schedu le  th ro u g h  o ffic ia l channe ls .
T h is  exposure  to  the m u s ic  o f the  U k ra in ia n s  had  a p ro fo u n d  effeet on 
B a ley ’s ow n m u s ic  in  a coup le  o f ways. B a ley has sa id  th a t “1 th in k  i t  
m ade i t  m u ch  easier fo r me to  in c lu d e  m y  U k ra in ia n  heritage as a 
n o rm a l ex tens ion  o f m y th in k in g  ab ou t m u s ic , a lth o u g h  1 w as a lready  on 
th a t tra c k  before. A n o th e r th in g  [th is  a llow ed me to  do was] to  see th a t 
A m e rica n  and  W estern  E u ropean  devotion  to  se ria lism  in  the ‘50s, ‘60s 
and  ‘70s need no t be fo llow ed.
Baley used the  success o f the  Las Vegas C ham be r P layers to  la u n e h  
the  Las Vegas S ym phony O rches tra  (la te r the  Nevada S ym phony 
O rchestra ) in  1980. Baley served as the  o rch e s tra ’s M us ic  D ire c to r and 
C o n d u c to r fro m  its  in ce p tio n  u n t i l  1995. B a ley used the  o rehestra  fo r 
pe rfo rm ances o f large scale w o rks  by U k ra in ia n  and  R uss ian  com posers 
(as he had the  Las Vegas C ham b e r P layers fo r s m a lle r seale w orks), as 
w e ll as some o f h is  f irs t o rch e s tra l com pos itions . The f irs t  o f B a ley ’s ow n 
com pos ition s  p rem iered  w ith  the  Las Vegas S ym p hon y  w as D um a: A  
Soliloquy  (1985) w h ic h  la te r  becam e the  second m ovem ent o f h is  
ch am be r sym p h on y  Sacred M onum ents. O th e r w o rks  Baley w ro te  d u r in g
'"V irk o  Baley. Em ail to the au tho r, February 22, 2005.
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h is  te n u re  w ith  the  Las Vegas S ym phony  were V io lin  Concerto No. 1, 
“q u a s i u n a  fa n ta s ia ” (1987), V io lin  Concerto No. 2, “ favo la  in  m u s ic a ” 
(1989-90), Concerto No. 1 fo r p iano  and o rchestra  (1990 - 1993): 
R eflections on a r t w o rks  by  R ita  D ean in  Abbey, the  o rches tra l p re lude  
A d a m ’s A pp le  (1991: la te r a m ovem ent in  h is  p ivo ta l opus Dream tim e) 
and  O rpheus S ing ing  (1994).
In  the m id -1 9 8 0 s  Ba ley s ta rted  an associa tion  w ith  tw o New York 
p ia n is ts . Joe l Sachs and C hery l Seltzer. Sachs, Seltzer, and th e ir  new  
m u s ic  g roup . C o n tin u u m , w o u ld  become great advocates o f B a ley ’s 
m u s ic  and re m a in  so to th is  day. C o n tin u u m ’s pe rfo rm ances o f h is  
w o rk s  have had  tre m e ndo us  im po rta n ce  in  e s ta b lish in g  B a ley ’s 
re p u ta tio n  in  New York. Sachs has p rem iered  su ch  w o rks  o f B a ley ’s as 
the  ch am be r o rches tra  ve rs ion  o f h is  V io lin  Concerto No. 1, the  f ir s t  tw o 
m ovem ents o f S ym phony No. 1, “Sacred M onum en ts , ” and S ym phony No. 
2, “Red E a r th .” C o n tin u u m  has p rem ie red  K ly tem nes tra  and  recorded 
D ream tim e Suite  No. 1 fo r v io lin , e la rin e t and p iano  and O rpheus S ing ing  
fo r oboe and s tr in g  q u a rte t.""
In  the ea rly  1990s, Baley, w ith  colleagues in  the  U kra ine , began a 
m u s ic  fes tiva l in  the  c ity  o f Kiev, th a t in c lu d ed  a com p os ition  con test. H is  
ties to  th a t c ity  w ere s treng thened  by h is  assoeia tion  w ith  the  K iev 
C am erata , an  o rch es tra  o f w h ic h  he w as the p r in c ip a l guest conduc to r. 
Ba ley recorded q u ite  a few com pact d iscs w ith  th is  g roup , in c lu d in g  
m u s ic  o f h is  ow n and o f h is  U k ra in ia n  con tem poraries . E v e n tu a lly  he 
founded h is  own record  labe l and p u b lis h in g  com pany, TNC R ecord ings 
and Troppe Note P ub lish in g .
" V ir k o  Baley. Orpheus Singing: C ham ber M usic o f V irko  Baley, Vol. II. C am bria  Records 
CD MS1014. 1995.
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In  the  2000-2001  aeadem lc year, a g roup  o f pe rfo rm ance  m a jo rs  
approached  Baley a b ou t coach ing  a new  m u s ic  g roup  th a t the y  had 
re ce n tly  fo rm ed, and  Ba ley agreed. T h is  g roup  beeame kn o w n  as N extet. 
B a ley  used th is  ensem ble as a lab  ensem ble fo r h is  com pos ition  
s tu d e n ts , fo r v is it in g  com posers and pe rfo rm ers , fo r p ro m o tin g  new  
m u s ic  in  general, and fo r p ro g ra m m in g  h is  ow n com positions. F o u r o f 
the  five pieces d iscussed in  th is  paper (Scu lp tured B irds , Persona II,
Songs W ithou t Words and  P a rtita  No. 4) were p rogram m ed by N exte t s ince 
its  in ce p tio n . O th e r pieces o f h is  pe rfo rm ed  b y  N exte t are A Jo u rne y  A fte r 
Loves, K ly tem nestra , P a rtita  No. 3  fo r v io lin  and p iano, and the  Songs 
W ithou t W ords in  a ve rs ion  fo r v io lin  and p iano,
Baley s t i l l  teaches a t the  U n iv e rs ity  o f Nevada, Las Vegas, w here  he is 
C om poser in  Residence, D is tin g u is h e d  P rofessor and  head o f the  
com pos ition  p rogram .
10
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CHAPTER 2
STYLISTIC CHARACTERISTICS OF V IR KO  BALEY
V irk o  B a ley ’s f ir s t  com pos itions  date from  the la te  1950s and ea rly
1960s, a tim e  w he n  m any  com posers were fo llo w ing  the  exam ple o f
A n to n  W ebern and P ierre Boulez, a s ty le  know n  to  B a ley  as in te g ra l
se ria lism . In te g ra l se ria lism  is organized a t every level and b it in g ly
d isso n a n t, re q u ir in g  v ir tu o s o  s k ills  in  o rd e r to  p e rfo rm . V irk o  B a ley w as
ve ry  aware o f th is  m us ie  th ro u g h  the  M onday E ven ing  C oncert series a t
the  Los Angeles C o u n ty  M useum  o f A r t  and o th e r pe rfo rm anee  venues in
the  Los Angeles area. D esp ite  the p u ll th a t th is  m u s ic  w o u ld  have on
m a n y  com posers o f h is  genera tion , B a ley ’s m u s ica l b a ckg ro u n d  w as w e ll
ro u nd e d  enough  th a t  in te g ra l se ria lism  became p a r t o f h is  co m p os itio n a l
sty le , and n o t s im p ly  h is  ra ison  d ’etre. H is  p rogram  notes fo r the  piece
Tw o Songs in  O lden S ty le  give us some in d ie a tio n  o f the  d ive rs ity  o f
B a ley ’s lis te n in g  experience a t th a t tim e  (1960):
“M y fo rm a tive  period  as com poser w as the  tu rb u le n t years 
1957 to 1961, D u r in g  th a t tim e  I d iscovered the  m u s ic  o f 
m any  com posers ou ts ide  the  th e n  beaten p a th : Schoenberg 
{P ierrot Luna ire), W ebern, Bou lez [S tructures I  a n d  II,
Sonatine, Im p rov isa tion  su r M a lla rm e  I), Ja n ace k  (D ia ry  o f  
One Who V an ished  and  From  the House o f  the Dead), M a h le r 
(5"^ and 7"’ Sym phon ies), B ruekne r, G esualdo m adriga ls ,
Schütz, E l l io t t  C a rte r [Sonata f o r  F lute, Oboe, Cello and  
H arpsichord) Varese [H yperprism , O ctandre  and  In tégra les), 
the “new ” S tra v in s k y  [C an ticum  Sacrum  and  Agon), C a rl O r f f  
[Antigonae  and  O edipus Tyrannus), D a llap icco la  [Q ua ttro  
liriche  d i A n to n io  M achado), Lou H a rriso n  [Song o f
11
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Q uetza lcoatl), S tockhausen  {K reuzspie l), Cage (Fontana Mix),
B erio  (Omaggio a  Joyce) and Ives. M ueh  o f th a t experience I 
owe to the  M onday E ven ing  C oncerts (a beacon o f l ig h t th a t 
i llu m in a te d  the m o s t recen t m u s ica l crea tions).'^
Baley's l is t  here is revealing : a longside such  m o d e rn  com posers as
Pierre Boulez, K a rlh e inz  S toekhausen, Luc iano  Berio , L u ig i D a llap icco la
and J o h n  Cage, we see G us ta v  M ahler, A n to n  B ru ckn e r, C arlo  G esualdo,
and H e in rich  S chü tz, These are n o t nam es we u s u a lly  see in  tandem .
T h is  d ive rs ity  re flec ts  a tendency  in  B a ley ’s m u s ic  w here to n a lity  and
a to n a lity  coexist. W h a t is  in te re s tin g  is th a t betw een 1959 and 1961, the
earliest pe riod  fro m  w h ic h  Ba ley has a llow ed a few  pieees to  surv ive , he
w as also com posing  in  ju s t  such  a m anner. S ide by side w ith  the
N octu rna ls  1 &  2 ( in fluenced  b y  the  se ria lis ts  and  M essiaen), the re  are
Two D um as  fo r p iano  (firs t com ple ted fo ray  in to  U k ra in ia n  fo lk lo re ,
a lthou gh  no a c tu a l tu n e s  are quoted), and  the  a fo rem entioned  Two
Songs in O lden S ty le  fo r voiee and p iano.
Two Songs in  O lden S ty le  were w r it te n  a t the  same pe riod  as 
N octu rna ls  1 &  2, and  Tw o D um as  (all fo r  p iano  solo), 
between 1958-60),
1 w as lo o k in g  fo r a poetic  d u e t o f co n tra s ts , a k in d  o f 
s tro p h ic  II Penseroso  and  L ’A llegro. W o rdsw o rth  and  Joyce 
seemed to  fu l f i l l  th a t re q u ire m en t, and, in  a d d itio n , 1 loved 
the  tw o poem s and  knew  them  by heart.
“She D w e lt A m ong the  U n tro dd e n  W ays” begins w ith  a 
d e fin ite  bow  tow ards  the  reg ion  o f to n a l a m b ig u ity  o f the  
“u n tro d d e n  w ays” -  a e tu a lly  a n ice lit t le  hexachord . The 
piece is to  be p e rfo rm ed  a lm os t e o n tin u a lly  sotto voce (a 
p riva te  grief). Joyce ’s “S trin g s  in  the  ea rth  and a ir  ” is  a k in d  
o f s p in n in g  song, jo y fu l and  tre m u lo u s ly  exu be ran t. B u t here 
too, the d yn am ics  sh o u ld  be gentle  (leggiero), fo r the  s inger 
as w ell. Even the  f in a l accelerando  and crescendo  in  the  
p iano  is  o n ly  to  a fo r te  (and n o t fo rtis s im o )).
V irko  Baley, “P rogram  notes" In Two Songs in  O lden S ty le  (Las Vegas: Troppe Note 
Pub lish ing , Inc., 1989). i.
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For m a n y  years I p u t the  songs away. In  th e  e a rly  1980s 1 
rescued a sm a ll co llec tion  o f w o rks  from  the  1957-63  pe riod  
and p u t th e m  in  a fo lde r tit le d  Sins o f  my yo u th  (pace 
R ossin i). In  1990 1 inco rpo ra ted  “She D w e lt A m on g  the 
U n tro d d e n  W ays” in to  the coda o f m y  p iano  concerto . The 
fo llo w in g  yea r 1 re -ed ited  the  tw o songs in to  th e ir  p resen t 
shape (1 m ade no no te  changes; a ll ehanges are ed ito ria l: 
c la r ify in g  dynam ics , peda ling  and fo rm atas.) a n d  dedicated 
them  to  Lu cy  S he lton .'^
The f irs t  song, “She D w e lt A m ong the  U n tro dd e n  W ays,” especia lly  
show s s igns o f B a ley ’s m a tu re  style: a f irm  to n a l ce n te r overla id  w ith  
ch ro m a tic  (po ly tona l) sh ifts . One o f the  ways in  w h ic h  th is  d u a lity  is 
expressed is in  the  “niee lit t le  hexachord  ” in  m easure  1, as Ba ley refers 
to it .  A lth o u g h  h is  com m en t shows th a t h is  th o u g h t process w as 
p r im a r ily  concerned  w ith  se ria lism , the cho rd  th a t th is  hexachord  fo rm s 
is m ade u p  o f tw o lines: a descending eh rom atie  lin e  (E-Eb-D) and  a G 
M in o r 7"’ cho rd  (G -Bb-F). The vocal line  en te ring  in  b a r  tw o  is  a m e lod ic  
re a liza tion  o f the  hexaehord, b u t spread o u t over th re e  bars, em phas iz ing  
E -G -B -B b -E b -D . The new  note is B: the  F is le ft o u t o f the  voca l line . The 
open ing  ch o rd  ru le s  the  s tru c tu re  o f the  pieee. In  b a rs  2-5, he 
em phasizes the  f irs t  hexaehord dyad, E-G. In  b a r 5, B a ley announces the 
E b -B b  co m b in a tio n  w ith  a sfo rzando  in  the  p iano. T h is  dyad is  p r im a iy  
th ro u g h  b a r 10, w here  the  D -F  dyad takes over. B a ley  does n o t h ide  the 
d issonances in  the  voeal lin e  th ro u g h  octave d isp lacem en t. The E -B  o f 
th a t p a rt are in  the  same reg is te r as the  E b-B b  in  the  p iano. T h is  k in d  o f 
c ro ss -re la tio n  and o th e r ch ro m a tic  re la tio n sh ip s  resona te  th ro u g h o u t 
a lm o s t every m easure  o f the  song.
V irko  Baley. “ Program  notes" in  Two Songs in  O lden S tyle  (Las Vegas; T roppe Note 
P ub lish ing . Inc., 1989), i.
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E xam p le  1: V irk o  Baley: Tw o Songs in  O lden Style, no. 1, m m . 1-12.
cross relation (c.r.
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W h ile  “She D w e lt Am ong the U n tro dd e n  W ays” is  based a ro un d  to n a l 
cen te rs . B a ley uses an o rgan iza tiona l m e thod  close to  set th e o ry  fo r m os t 
o f th e  song. J o h n  Schaefer o f WNYC rad io  in  New Y ork  C ity  uses a te rm  
to  describe  B a ley ’s f irs t sym phony, entre  ch ien e t loup. In  E ng lish , th is  
m eans  “betw een a dog and w olf. ...som e th in g  th a t is n e ith e r one th in g  
n o r  a n o th e r.” '* T h is  phrase  is no t o n ly  a p p ro p ria te  fo r  B a ley ’s sym phony, 
b u t  fo r  th is  song and h is  m u s ic  as a w hole . Ba ley is  n e ith e r w h o lly  to n a l 
n o r  a tona l, n e ith e r R om antic  n o r w h o lly  C lass ica l in  h is  approach, 
n e ith e r  to ta lly  U k ra in ia n  n o r A m erican .
S til l the  m ost im p o rta n t ch a ra c te ris tic  o f Ba ley the  m a n  and m u s ic ia n  
w o u ld  be h is  U k ra in ia n  heritage. T ied  in  w ith  h is  ances try  is the  so und  
o f b e lls  and o th e r re la ted  devices. D isp layed  in  c o n ju n c tio n  w ith  B a ley ’s 
U k ra in ia n  ro o ts  are e lem ents o f the  m u s ic  o f h is  c u rre n t hom eland, 
sp e c ifica lly  jazz. B a ley ’s use o f se ria lism  w o u ld  seem to  c o n tra d ic t these 
tie s  to  e lem ents o f h is  backg round , b u t  i t  does no t. In  fact, th is  
co m b in a tio n  o f d ispa ra te  e lem ents is  one o f h is  d e fin in g  tra its . The 
ce leb ra tio n  o f the  v irtu o so  is d e fin ite ly  p resen t in  m u c h  o f B a ley ’s w o rk , 
a lth o u g h  h is  m ost recent m u s ic  seems to  be a tte m p tin g  to  leave some o f 
th is  beh ind . There is also B a ley ’s p re occupa tion  w ith  death  and dy ing , 
expressed q u ite  s tro n g ly  in  m a n y  o f h is  pieces, as is  a s im ila r  obsession 
w ith  sex. B a ley ’s in te re s t in  the  idea o f m em ory  as a bas is  fo r com pos ing  
is  d isp layed  in  h is  use o f q u o ta tio n , b o th  o f h is  ow n m u s ic  and, less 
o ften , th a t o f o thers. B a ley ’s love o f a rt, f ilm  and  lite ra tu re  p rovides 
a n o th e r w in d o w  in to  u n d e rs ta n d in g  h is  a ttitu d e s  a b o u t m us ic . H is  h a b it
J o h n  Schaefer, “L ine r notes: Sym phony No. 1: “Sacred M onum ents ," by V irk o  Baley." 
C leveland C ham ber Sym phony, V irko  Baley, TNC Recordings com pact disc, CD -1505, 
Pg- 1-
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o f b e g in n in g  a w o rk  w ith  an iso la ted  in s tru m e n ta l tim b re  is no ted, as 
w e ll h is  a tt itu d e s  a b ou t m in im a lis m .
U kra in e
Baley w as b o rn  and lived  h is  ea rly  years o f h is  life  in  a tu rb u le n t tim e  
in  the  h is to ry  o f U kra ine : the  years o f Soviet occupa tion  and th e  years o f 
the  Second W orld  War. T h ro u g h o u t U k ra in e ’s long  h is to ry , i t  has u s u a lly  
been u n d e r the  co n tro l o f o th e r governm ents, W illia m  N o ll w rite s  th a t 
“ fro m  r o u g h ly  the  la te  1600 ’s, m u ch  o f ce n tra l and eastern  U k ra in e  w as 
p a rt o f the  R uss ian  E m p ire  and th e n  the  Soviet U n ion , W estern  U kra ine , 
k n o w n  h is to r ic a lly  as G a lic ia  (in  U k ra in ia n , H a lychyna), w as p a r t o f 
P o lish  o r A u s tr ia n  s ta tes fro m  the  1300 ’s u n t i l  1939.’’ "̂  U k ra in ia n s  were 
o ften  fo rb idd e n  to o u tw a rd ly  e x h ib it s igns o f th e ir  ow n c u ltu ra l existence, 
even to the  p o in t o f be ing  forced to  speak the  language o f the  occupy ing  
forces ra th e r th a n  U k ra in ia n . ’W hen given the  o p p o rtu n ity , the  people o f 
U k ra in e  have no t hes ita ted  to assert th e ir  c u ltu ra l and p o lit ic a l 
sovereignty. N oll adds th a t “a t the  tim e  o f d is in te g ra tio n  o f the  Soviet 
U n io n  (in 1991), m ore th a n  96 pe rcen t o f the  U k ra in ia n  p o p u la tio n  vo ted  
fo r in d e p e n d e n c e .B a le y ’s m u s ic  d isp lays th is  same k in d  o f 
independence.
As a re s u lt o f th is  deep in te re s t in  the  p rob lem s o f h is  hom eland,
Ba ley has m ade m any  references to  U k ra in e  in  h is  w o rk , B a ley ’s v io lin  
concerti d isp la y  some o f the  m o s t no ticeab le  U k ra in ia n  m e lod ic  e lem ents, 
som etim es d ire c tly  q u o tin g  U k ra in ia n  fo lk  songs. The th ird  m ovem ent o f
The G arland Encyclopedia q fW o rld  Music. Vol. V III, ed. T im o th y  Rice, Jam es Porter 
and C hris  Goertzen. (New York: G arland  P ub lish ing , Inc., 2000) s.v. “U kra ine ." (by 
W illiam  Noll) Pg. 806.
2'> Ib id .
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O rpheus S inging  is  m ade up  o f s h o rt 8- to  16-bar ko lo m y ika  (a U k ra in ia n  
fo lk  dance) tunes. In  P artita  No. 3  fo r v io lin  and p iano , m ovem ent five, 
“R ondo-H opak" uses e x tan t h opa k  (again, a U k ra in ia n  fo lk  danee) tunes . 
In  b o th  cases a collage o f tunes  creates the  fo rm . In  E xam ple  4 below, 
B a ley  uses the  fo llo w ing  fo lk  tu nes : in  the  f irs t  system  (mm. 52-55), the  
v io lin  p lays  a charabashska? ' fro m  the K o lom yia  p rov ince , w h ile  the  le ft 
h a n d  o f the  p iano  p lays Ode sa  KozachohS^ w ith  octave d isp lacem ents ; in  
the  second system  (mm. 63-66), the  v io lin  p lays a hopak^^ from  the  to w n  
S h y livka . p rov ince  o f Poltava. These are ju s t  th ree  o f m a n y  fo lk  tu nes  
B a ley uses in  va rio u s  w ays th ro u g h o u t th is  m ovem ent.
E xam p le  2: V irk o  Baley: P artita  fo r  v io lin  and p iano , no. 5, m m . 52-55 , 
6 3 -66 .
Charabashka
54
V io lin
* '  Imp g raz ioso
yO c/n/ce 
Odesa Kozachok
iff? m
Piano
Hopak
6563
p  (lolce
s i ih .p  c/olcc
U kra in ian  Folk Melodies. Vo\. 10, col. and ed. by  Zenow ij Lysko. (New York: 
U k ra in ia n  Academy o f Sciences. 1994) 19.
22 Ib id . 19.
23 Ib id . 103.
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In  S ym phony No. 1: “Sacred M o n u m e n ts ” , Baley n o t o n ly  pays tr ib u te  
to  fo u r  U k ra in ia n  com posers, he quotes the  m u s ic  o f each o f th e m  (even 
i f  o n ly  b rie fly ) in  th e ir  respective  m ovem ents. The fo u r com posers 
rep resen ted  in  each m ovem ent are, in  order, M axym  Berezovsky (1745- 
1777), A rtem  Vedel (1772-1808?), D m itr i B o rtn ia n s k y  (1751-1825) and 
B o ris  L ya to sh yn sky  (1895-1968). F u rth e rm o re , in  th ree  o f the  fo u r  cases, 
B a ley  p icks  fro m  each com poser a section  from  a specific  genre o f 
p a r t ic u la r  re levance to U k ra in ia n  c u ltu re ; the  cho ra l s ym p h o n ie s / 
concertos, th e re b y  pay ing  hom age n o t o n ly  to the  com posers m en tion e d  
b u t  to  U k ra in e  its e lf  th ro u g h  th is  tra d it io n a l m ed ium . In  tra d it io n a l 
U k ra in ia n  p rac tice , these pieces are pe rfo rm ed  q  capella, and  are n o t 
co n s tru c te d  s im ila r ly  to th e  tra d it io n a l W estern  E u ropean  co n ce rti w ith  
so lo is ts .
E xam p le  3; M axym  Berezovsky; Concerto No. 3, no. 4, m m . 1-4.
Alto
Tenor
t e
Fuga
./•
Jc1 n o  - (.Th l ,197 -
/
m
via no  - cTbi - -
C 9 II VC - - -  ‘ l e t  •
E xam ple  4; V irk o  Baley; S ym phony No. 1: “Sacred M o n u m e n ts ,” no. 1, 
m m . 65-68.
T p t/H n s .
k ' -  ^ I
f f  cantahile
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E xam p le  5: A rte m  Vedel: Concerto No. 3, no. 2, m m . 1-2.
Tenor
Bass
I l f  ll,  / J  . . . j g i J .  j  ^ 1
1,1 ' I F
E xam p le  6: V irk o  Baley: S ym phony No. 1: “Sacred M o n u m e n ts ,” no. 2, 
m m . 7-12.
A Temporubato
Oboe
7
- tM -
S olo
•  • f  m 'g  m' ^  ' *  g -------- 1-------- =-----------1------- » k j  ,1  Î
-------W - L ---------U i r t  '- ■ ■
PP f
A  Tempo
Solo
E xam p le  7: D m itr i B o rtn ya n sky : Concerto No. 15, no. 2, m m . 1-6.
1 i J i J -ic > <> < >j)r» h|* 1» - _ t4 —M —p—
p̂ -6̂: i ||-4----
< >
CnT> “  “
f = =
J J
- i -* r  F :  1
i J
-  i -
{ T
c > o
—~4f—p-------
< > F — 4 -̂-------------^ ^
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E xam p le  8: V irk o  Baley: Sym phony No. 1: “Sacred M o n u m e n ts ,” no. 3, 
m m . 63 -66 .
63
Hrpschrd.
V io lin
Viola
C ello /Bass
Andantino J=92
mp
;
g g # 1. - 8-
H f i
m
I.S— ,
Î
V
'tïKîî'- Î  lit'-1^^ t it? :  1 _
m #
g «J4
n
f i
i Ï 3 Z i
t/>
n
#
n?o'
O. ,#■
In  some cases, an a c tu a l fo lk  tu n c  becomes the  genesis o f the  w ho le  
piece, e.g., S ym phony No. 2, “Red E a rth .” Here the  m a tte r is  fu r th e r  
com p lica ted  b y  the  fac t th a t  the  sym phony  is based on m a te r ia ls  fro m  
B a ley ’s u ncom p le te d  opera  H unger, w here th a t same tu n e  p lays a c r it ic a l 
ro le  as w ell.
E xam ple  9: F o lk  Song; Verbovaya Doshchechka, m m . 1-6.
1 M oderato
# /T\ m
r e U  ' U m g
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E xam ple  10: V irk o  Baley: S ym phony No. 2: “Red E a r th ,” no. 3, m m . 26- 
30, h o rn  pa rt.
26
H orns - J J J |J J J J i / ] j  J
A  type o f U k ra in ia n  tu n e  B a ley m akes extensive use o f in  h is  w o rk  is 
the  dum a. The d u m a  is  an h is to r ic a l b a llad , im prov ised  on a set o f 
spec ific  m elod ic tu rn s , w h ic h  te lls  a s to ry  o f a w e ll kn o w n  h is to r ic a l o r 
m y th ic a l event. There  are c e rta in  m e lod ic  fo rm u la s  th a t  i t  uses. Baley, 
w ho  m ade a s tu d y  o f dum as, inco rp o ra te s  a t tim es th e  specific  m e lod ic  
fo rm u la s  {P artita  No. 1 and V io lin  Concerto No. 1 fo r exam ple) as s ta r t in g  
p o in ts  fo r h is  own im p ro v isa tio n s , o r inven ts  h is  own fo rm u la s  th a t 
undergo  s im ila r  im p ro v isa tio n s . These im p ro v isa tio n s  are g rounded  in  a 
ve ry  f irm  s tru c tu ra l fo u n d a tio n  b u il t  on an  h a rm o n ic  p rogress ion  (a 
series o f cho rds as in  “B ird  in  G lide ”), o r tied  to an e q ua lly  f irm  bass lin e  
(N octurna l No. 5].
A  device th a t repea ted ly  appears in  B a ley ’s m us ie  invo lves the  idea o f 
be lls , e ith e r lite ra lly  o r in  a m e ta p h o rica l way. T h is  m a y  be one o f the  
reasons w hy  some c r it ic s  have com pared B a ley ’s m u s ic  to  th a t o f 
E s to n ian  com poser A rvo  Part. B a ley ’s ow n th o u g h ts  o f the  im p o rta n ce  o f 
be lls  in  h is  w o rk  p o in ts  o u t th a t  th is  obsession p ro b a b ly  is n o t con fined  
to B a ley and P art exc lus ive ly .
...be lls  are ju s t  p a rt o f a S lavic ethos. I got hooked  on be lls
w hen 1 heard  (and s tud ied ) M u sso rgsky ’s B oris  Godunov.
A n o th e r piece th a t m ade a p ro fo u n d  im pre ss ion  on  me in  its  
use o f “ the  idea  o f be lls  ” w as C a rl O r f f  s A n tig on a e .... W h a t is 
a be ll sound?  Passing o f tim e , announcem en t o f b ir th  and 
death, ca ll to  p raye r —  o ften  re m in d in g  us  o f o u r  m o rta lity .
V irko  Baley. em ail, J a n u a ry  30, 2005.
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Exam ples o f th is  phenom enon in  Ba ley’s w o rk  are n u m e ro u s . In  h is  
S ym phony No. 1: “Sacred M o n u m e n ts ” , the  beg in n in g  o f each m ovem ent 
m akes some s o rt o f re ference to the  sound  o f be lls . The f irs t  m ovem ent, 
“H o u r o f the  W o lf,” begins w ith  a s low ly  acce le ra ting  fa ll in  th e  h a rp  and 
p iano , lead ing  d ire c tly  to  a note p layed b y  the  ch im es (bells), fro m  w h ic h  
th e  in it ia l no te  o f the  solo oboe rises.
E xam p le  11: V irk o  Baley: Symphony No. 1: “Sacred Monuments,” no. 1, m. 1. 
1 J = 72 Str. m ute
T rp t.
PPP
Exam ple o f Bell Sound
Vibes
Chim es
PP
PP
Harp
Piano
PP 7:4
s.t.
V io lin  11
PP
s.t.
Vcl 1
PP
Vcl 2
PP
s.t.
Bass
PP
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The second m ovem ent, “D u m a ,” is  s ta rted  b y  a ch im e  note. In  the  
th ird  and fo u r th  m ovem ents, the  be lls  are n o t so lite ra l, b u t s t i l l  ve ry  
p resen t. In  m ovem ent th ree , “A gnus  D e i,” the  te x tu re  o f the  open ing 
m easures, w h ich  re cu rs  th ro u g h o u t the  m ovem ent, is  th a t o f h u n d re d s  
o f m e ta p ho rica l be lls  pea ling  s im u lta n e o u s ly , w ith  the  p ianos, h a rp  and  
pe rcuss ion  p a r t ic u la r ly  em phas iz ing  th a t q u a lity .
E xam ple  12: V irk o  Baley: S ym phony No. 1: “Sacred M o n u m e n ts ,” no. 3, 
m m . 1-3.
 ̂ Allegro Jubilate J=114
T im pan i
Xylophone
V ibraphone
M arim ba
Bass D rum
Harp
Piano 1 ^ (alia cam panelli)
Piano 2 (alia cam panelli)
* These campanelli-like passages should be always played w ith 
pulsating dynamic variations (within the general stated dynamic level); 
a continuous series of small crescendi and diminuendi of asymmetrical proportions.
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The la s t m ovem ent, “P o s tlu d iu m ,” s ta rts  w ith  th re e  cho rds  p layed by 
tw o bowed v ib raphones. Here the  vibes give the  lis te n e rs  the  decay o f a 
b e ll tone w ith o u t the  a c tu a l im p a c t o f the  c lap pe r (See E xam p le  76, page 
97).
One p a r t ic u la r  q u a lity  o f a be ll sound th a t  Ba ley em ploys ve ry 
fre q u e n tly  is  a deviee he re fers to  as a bebung . “B ebung  is  a e lav ichord  
device. I t  is  a tone fo llow ed by its  echo, a rebound , a pebb le ’s sk ip ; 
a n o th e r w ay, an  im age and  its  shadow  [sie], 1 f irs t  fo u n d  its  use in  
B eethoven ’s Sonata, Op. 110; then  in  w o rks  o f the  La te  B aroque /R ocoeo  
period . 1 love it. I t  suggests a k in d  o f em o tiona l p u ls a tio n . 1 use i t  o ften, 
h id d e n  w ith in  s tru c tu re s .” '̂"
E xam ple  13: L u dw ig  van  Beethoven: S onata  No. 31, op. 110, no. 3, m m . 
5-6.
Adagio ritardando cantahile
4 3 4 3 s irn iié ’
g a s
Baley m os t o ften  uses th is  device a peda ling  te ch n iq u e  on p iano. Ba ley
deseribes the  techn ique  as fo llow s:
...p la y  the  f irs t  note w ith  a s lig h tly  fo rced m e lod ic  tenuto  
(increased pressure), fo llow ed by  the  seeond no te , p layed 
so fte r (deereased pressure) p ro du e ing  a sound  lik e  an echo; 
the  tw o  no tes are p layed as i f  molto legato.^^
V irko  Baley. em ail. February  7, 2005. 
V irko  Baley. em ail. November 9, 1999.
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One exam ple  o f th is  device in  h is  p iano  m u s ic  is  fro m  h is  N octu rna l 
No. 5 (1980). Here, the  n o ta tio n  is s lig h tly  d iffe re n t th a n  w h a t Beethoven 
used above. However, i t  is  s t i l l  easily  recognizable.
E xam ple  14: V irk o  Baley: N octu rna l No. 5, m m . 155-164
L L
55
PPP
b e bu ng bebu ng
XE7"
< m j )•o f  PPPP
pizz
Baley has em ployed the  bebung  idea on o th e r in s tru m e n ts . One 
exam ple in vo lv in g  a non -keyboard  in s tru m e n t com es fro m  “M anao 
T u p a p a u ,” a m ovem ent fro m  the  cham ber w o rk  D ream tim e. Here, the  
f lu te  jo in s  the  p ia n o  in  the  p e rfo rm ance  o f the bebung  effect.
25
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E xam p le  15: V irk o  Baley: D ream tim e, no. 16, m m . 158-160 
A Tempo
158
Piano
V io lin
Cello
F lu te
C la rine t
V ibes
Tf Jpr
w/bow
p o c o
m ore lu s i 
solo
wp I- 3
w
con sord
" i f  lega to  c a n ta h ile
Baley a lso m akes use o f e lem ents to  suggest a con nec tion  to fo lk  
m u s ic  in  h is  com positions. T h is  fo lk  m a te ria l need n o t be U k ra in ia n  in  
d e riva tio n , a lth o u g h  Baley rea lizes th a t some lis tene rs  m a y  assum e th a t 
the  fo lk  e lem ents are U k ra in ia n  because o f h is  b a ckg ro u n d : som etim es 
he is s im p ly  loo k in g  fo r m ore o f a genera lized fo lk  sound . One exam ple o f 
th is  is in  the  th ird  m ovem ent to h is  Orpheus S inging, w here  the  obo is t 
p lays  w ith  the  reed com p le te ly  in  the  m o u th  to  s im u la te  a fo lk  sty le  
doub le  reed in s tru m e n t (See E xam ples 73 &  74, pages 93-94).
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B a ley ’s in te re s t in  h is  b ir th p la c e  has m an ifes ted  its e lf  in  h is  n o n ­
m u s ic a l w o rk . He has penned over f if ty  en tries  on U k ra in ia n  m u s ic  and  
com posers fo r the  N ew  Grove D ic tiona ry  o f  M usic  and  N ew  Grove 
D ic tio n a ry  o f  O pera  (see A pp e n d ix  1, page 129 fo r com ple te  lis t). He has 
a lso w r it te n  a rtic le s  on U k ra in ia n  m a tte rs  fo r the  pe riod ica ls  Melos, 
N um us West and  Sucasnist, as w e ll as p rog ram  notes on  U k ra in ia n  and  
S ovie t m u s ic  fo r the  New Y ork P h ilh a rm o n ic , Los Angeles P h ilh a rm o n ic , 
New M exico S ym phony, W inn ipeg  S ym phony and C on tin u u m ® .
Jazz
A lth o u g h  m u ch  has been sa id  o f B a ley ’s ties to  h is  U k ra in ia n  
hom e land , he is nonethe less s t i l l  an  A m erican  com poser. He has lived  
m o s t o f h is  life  in  the  U n ited  States, and considers h im s e lf to be an 
A m erican . There fo re  i t  is  n o t s u rp r is in g  to  see the  in flu e n ce  o f A m e rica n  
m u s ica l s ty les on B a ley ’s w o rk , especia lly  jazz. A lth o u g h  n o t a jazz 
p ia n is t h im se lf, B a ley has g reat a d m ira tio n  fo r ce rta in  jazz  m u s ic ia n s  
such  as B ill Evans, E lla  F itzgera ld . M iche l P e trucc ian i, S usannah  
M cC ork le , M iles  D av is  (p a rt ic u la r ly  h is  co lla b o ra tio n s  w ith  G il Evans), 
Dave B rubeck , T h e lon io us  M onk, M a rtia l Solal, and  especia lly  Lenn ie  
T ris ta n o . Hence, ja zz  in fluences do show  u p  in  ce rta in  com pos itions  o f 
h is , especia lly  i f  he know s the  pe rfo rm ers  he is  w r it in g  fo r have 
experience in  th a t fo rm  o f m us ic . In  the  f irs t  pe rfo rm ance  o f h is  V io lin  
Concerto No. 1, Ba ley in s tru c te d  the  tw o m u te d  o rch e s tra l tru m p e ts  to  
im prov ise  over a lin e  th a t resem bles a w a lk in g  bass p a tte rn  in  the 
bassoons, ce llos and  basses. One p e rcu ss io n is t a lso p lays  a s im p le  
“sw in g ” rh y th m  in  th is  section. T ru m p e te rs  W a lt B la n to n  and T om  C ause 
w ere the m u s ic ia n s  invo lved, and th e y  were e qua lly  a t hom e in  the  ja zz
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w o rld  as th e y  were In  the  Las Vegas S ym phony. F o r la te r ed itions  o f the  
w o rk . Ba ley had B la n to n  w rite  o u t the  tw o tru m p e t p a rts  fo r o th e r 
p laye rs  w ho  m ig h t n o t be eom fortab le  im p ro v is in g .
E xam p le  16: V irk o  Baley: Concerto No. 1 fo r  v io lin  and orehestra , no. 4, 
m m . 38 -39 .
38
Oboe
'-3 -'
staccalissimo!
Bassoon
harm on mute
C Tpt. I
harmon mute
C Tpt.
quasiJazz
Pei e. 2
PP
Æ 3  r rPerc. 4
SoloVln. I
mf scherzando
Violin I
mp
Violin
Viola
pizz.
Cello
poco m f
pizz.
Bass
poco m ff
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In  P a rtita  fo r trom bone , e lee tron ics and o rches tra  (1995), B a ley uses a 
q u o ta tio n  from  jazz  saxophon is t C ha rlie  P arker in  the  solo p a rt w r it te n  
fo r  tro m b o n is t M iles A nderson . B a ley in s tru c ts  the  tro m b o n is t to  use th is  
quo te  (see the  b racke ted  section  in  the  exam ple below) and o th e r s h o rt 
ideas as a bas is  fo r a s h o rt im p ro v isa to ry  passage.
E xam p le  17: C ha rlie  Parker: N ow 's  The Time, m m . 8 -11.
■r F r F ¥ r » r r ^ r , r f—fiSCSS—̂ —
E xam p le  18: V irk o  Baley: P a rtita  fo r  trom bone, e lec tron ics  and o rches tra , 
no. 3, m m . 39 -50 . solo trom bone  pa rt.
à la bebop Parker quo te -------
39
harm on mute
M
mp
" L U r l P r  I'r
g ra d u a lly  w ith in  these ph rases begin  
to in troduce longer a n d  more vehem ent notes
In  h is  Piano Concerto, Ba ley uses a b a riton e  saxophone in  the  o rehestra  
to  ca p tu re  some o f the  sound  o f jazz, a lth o u g h  the  p a r t m ay a lso be 
p layed on a bass c la r in e t i f  a saxophone p laye r is n o t ava ilable .
S e ria lism
S eria lism  is an im p o rta n t te ch n iq u e  th a t Ba ley re lies  on fre q u e n tly  
w h ile  com posing , a lth o u g h  he does n o t use i t  as s tr ic t ly  as B ou lez  o r
29
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S to ckh ausen  d id  d u r in g  the  1950s. T h is  c o n tra s t between se ria lism  and  
the  U k ra in ia n  e lem ents a lready m e n tione d  in  B a ley ’s m usie  provide  a 
fa sc in a tin g  paradox in  h is  w o rk , one th a t has been com m ented on 
extensive ly. As p a rt o f h is  pa la te  o f se ria lis tie  o rgan iza tiona l p rin c ip le s , 
Ba ley w il l  a lso use the  n u m b e rs  o f the  F ibo na cc i series (1, 2 ,3 ,5 ,  8, 13, 
21, 34, 55, etc.) to he lp  b u ild  the  s tru c tu re  o f h is  w orks.
One fa ir ly  s im p le  exam ple o f some o f these p rin c ip le s  is in  the  m idd le  
m ovem ent o f h is  N octu rna l No. 4  fo r p iano , “T h irte e n  In te r lu d e s .” The 
idea fo r the  tit le , and m u ch  o f the  piece cam e from  a poem  b y  W allace 
Stevens e n title d  Thirteen W ays o f  Looking a t a  B lackb ird . Aside fro m  the  
obv ious F ibonacc i reference in  b o th  title s , the  end o f th is  m ovem ent 
p resen ts  a series o f tw o -handed  p iano  trem o los, each be ing  he ld  fo r 
e ith e r two, th ree, five o r e igh t h a lf  notes. Once these trem o los cease, the  
r ig h t ha nd  s ta rts  to p la y  a q u in tu p le t th a t is  th e n  jo in e d  by a d u p le t in  
the  le ft hand , a ra tio  o f five ag a in s t two, b o th  o f w h ich  are F ibonacc i 
n um be rs . U lt im a te ly  the  le ft h and , fo llow ed b y  the  r ig h t, stops p lay ing , 
Baley th e n  has the  p ia n is t, as a f in a l gesture, rem a in  s ile n t fo r  th ir te e n  
seconds before b e g inn ing  the  la s t m ovem ent, the  las t o f the F ibonacc i 
references.
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E xam p le  19: V irk o  Baley: N octu rna l No. 4, no. 2, p. 11.
5J 3J 8J 2J 3J 5J
.v;//r m arle lla to . furiosoH!
quasi cam panelle
MÊ0 M
# . #  #  #  m  m. m . m . m- m
/  j -  r  r~
• ' '-------- 5-
siihirn p
PP
Ï#)
I m
non rit. 1 3
-(P I
attacca
V ir tu o s ity
One o f Baley's ch a ra c te ris tic s  th a t is especia lly  ev iden t to those 
p e rfo rm e rs  w ho  p la y  h is  m u s ic  is  its  d if f ic u lty . A lth o u g h  h is  recen t m u s ic  
is  n o tice a b ly  o ve rtly  less te e h n ica lly  dem and ing , h is  m u s ie  fro m  the  m id - 
1960s th ro u g h  the  p resen t day is none the less ex trem e ly  dem and ing . 
Ba ley's ow n com m ents  on the  f if th  n o c tu rn a l give u s  some clue as to  w h y  
he chooses to  w r ite  sueh fie n d is h ly  d if f ic u lt  m u s ic  a t tim es. “ I d o n ’t
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dem and  any m ore  o f m y  w o rk  th a n  the m os t d if f ic u lt  o f any pieces in  the  
s ta n d a rd  re pe rto ire . B eethoven ’s H am m e rk lav ie r Sonata  w ill take  any 
p ia n is t five years to lea rn  how  to  p lay  p rope rly , and so w ill m y N octu rna l 
No. 5. I t  is s ix teen  m in u te s  as opposed to  Beethoven ’s fo rty -five , b u t  in  
te rm s  o f d if f ic u lty  i t  comes close to need ing  as m u ch  tim e  to le a rn  as the  
Beethoven, a p p ro x im a te ly  th ree  to  fo u r h u n d re d  h o u rs .”
One o f the  c h ie f d if f ic u lt ie s  o f Ba ley’s m us ie  is h is  use o f tim e , b o th  in  
h is  use o f u n u s u a l “ tu p le t” g roup ings  and  in  the  p o s t-S tra v in sk ia n  use o f 
tim e  s igna tu re s . H is  tendency  tow ards  ir re g u la r  g roup in gs  eom bined 
w ith  h is  sense o f a long lin e  in  m u ch  o f h is  m u s ic  u lt im a te ly  lead to  such  
com p lex and ra re ly  (if ever) seen tim e  s igna tu res  such  as 2 3 /1 6 .
B a ley ’s use o f su b d iv is io n s  w ith in  “ tu p le ts ” is  no to rio u s , b u t n o t
s u p e rfic ia l. Baley, in  e xp la in in g  how  he uses the  F ibonaeci series and
o th e r se ria lis tie  e lem ents in  h is  eom positions, ta lk s  a b ou t how  im p o r ta n t
these co m b in a tio n s  o f rh y th m s  are to h is  m usie .
I ’m  te llin g  a ll o f th is , in  p a rt, to exp la in  th a t the  use o f 
“ tu p le ts ” w h ie h  d rives you  and m a n y  o th e r pe rfo rm ers  crazy 
is n o t a decorative  e lem ent, b u t an  essentia l p a r t o f the 
s tru c tu re , and  th u s  o f the  con ten t, o f the  pieee. The m u s ic  
th in k s  and feels in  sueh  phrases, w h ic h  b y  now  are s im p ly  
im p rin te d  on m y m u s ic a l DNA.^^
The exam ple be low  is fro m  h is  w o rk  .. .a  trois, fo r oboe, bassoon and 
p iano . T h is  seetion is rh y th m ic a lly  cha lleng ing , re q u ir in g  the  m u s ie ia n s  
invo lved  to  nego tia te  seven a g a in s t six, seven aga ins t four, fo u r ag a ins t 
th ree , five aga ins t three, a n d  q u a rte r no te  tr ip le ts  (the s ta n d a rd  “ tu p le t” 
o f th ree  aga ins t two) a ll w ith in  tw o bars. T h is  exam ple is fa ir ly  ty p ic a l in  
B a ley ’s w ork .
V irko  Baley. em ail. February  7, 2005. 
V irko  Balev. em ail. M arch 1. 2005.
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E xam p le  20: V irk o  Baley: .. .a  trois, m easures 54 -56
54
7 :6
mp
PP
Oboe
Piano <
56 4 :3 '
rr Q >1 ,
----------#n
Baley's use o f u n u s u a l tim e  s ign a tu re s  is equa lly  ch a ra c te ris tic  o f h is  
m us ie . He th in k s  n o th in g  o f w r it in g  a sam ba in  1 4 /1 6  as in  the  second 
song o f the  E m ily  D ick in so n  Songbook, “O h, honey o f an  h o u r” (grouped 
3+3+3+3+21. In  the  fo u r th  song o f th a t same cycle, “There is a S o litud e  o f 
Space," Baley w rite s  in  w h a t he re fers to  as 7 + 7 /8 . W hen 1 asked h im  
w h y  he d id n ’t  ju s t  w rite  s ing le  m easures o f 7 /8 , he rep lied  th a t th e  voca l 
lin e  d id n ’t a llow  h im  to. I f  one looks a t th a t  vocal line , B a ley ’s p o in t can
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be easily  seen, as the  s ing e r’s line  is  no ta ted  a lm o s t exc lus ive ly  in  s im ple  
h a lf  notes and  q u a rte r notes, and very ra re ly  lin e s  u p  w ith  the  b eg inn ing  
o f the  p ia n o ’s phrases.
E xam ple  21: V irk o  Baley: E m ily  D ick inson  Songbook, no. 4, m m . 1-6 
Lento, quando possibile J = 36
non vibrato, puro
Soprano
There
PP lontano
Piano
m olto  pedale
s o l- i- tu d e  o f sol tudesea
Baley o ften  pushes the  te ch n ica l ca p a b ilitie s  o f the  in s tru m e n ts  he is 
w r it in g  for. One p a r t ic u la r ly  v iv id  exam ple  o f th is  is h is  solo v io lin  e tude 
Kolom yika . A  D ance.... A  q u ic k  g lance a t the  piece gives any v io lin is t  a 
shock, as Ba ley asks fo r m a n y  te chn ique s  w h ic h  are used so ra re ly  th a t
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B a ley  had to in v e n t a system  o f n o ta tio n  fo r them , in c lu d in g  p h one tic  
sym bo ls  fo r the voeal exc lam ations, n o ta tion  fo r the s to m p ing  o f feet, 
s tr ik in g  the su rface  o f the m us ie  s tand, and va rious  o th e r u n o rth o d o x  
m e th o ds  o f sound  p ro d u c tio n .
E xam p le  22: V irk o  Baley: ...F igm ents, no. 3, m m . 1-9.
Subito Furioso
poco meno mosso
lunga
zar
/)f?ro
l.b
l.b.
l.b.
i
■ •
4 2 14 1 1
± z m
D eath
To Baley, a rt is a w ay o f d e fin in g  how  people w ill rem em ber a pe rson  
a fte r they have d ied, o f th e ir  a tte m p t a t ach iev ing  im m o rta lity . Pressed to 
fu r th e r  e xp la in  i f  he re a lly  m e a n t th a t, Baley said: "Yes, 1 do. D ea th  is  the
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u lt im a te  fear, and  som etim es the  u lt im a te  hope. O u r w ho le  o rgan ism  
fig h ts  aga ins t it. los ing , o f course. B u t the re  are a ll k in d s  o f death , fro m  
the  ben ign  and des ired  sleep (where we live  in  dream  tim e) to the  dea th  o f 
one's nam e, one's “ re p u ta t io n .” We fear some death  m ore  th a n  o the rs . " 
B a ley does n o t leave th is  a tt itu d e  a t th is  s im p le  idea, however. M a n y  o f 
h is  w o rks  (he w o u ld  say a ll o f them ) deal w ith  death  d ire c tly . H is  concert 
a ria . K ly tem nestra , fo r exam ple, p resents  the  classic s to ry  from  G reek 
m y th o log y  abou t the  w ife  o f A gam em non w ho slays h e r h u sb a n d  as he 
re tu rn s  hom e fro m  w ar. B a ley ta lk s  here a b ou t w h a t a ttra c te d  h im  to  
th is  poem.
H er [K ly te m n e s tra ’s] p resen t anger, fo r me. has its  o rig in  in  
th a t te rr ib le  ac t [o f m u rd e r]. A lso fa sc in a tin g  fo r  me were 
K ly te m n e s tra ’s h ig h ly  a m b iva le n t feelings tow ards  
A gam em non; h e r p re sen t s ing le -m inde d  h a tred  o f 
Agam em non w as be ing  ham pered  b y  he r m em ories, w h ich  
reeked o f sensua l p leasure . W h a t w as now  despised was 
once, c lea rly , loved.... However, to reach th a t s ta te , she 
m u s t, neverthe less, becom e like  Agam em non: b y  
s la u g h te rin g  the  k in g  and  h is  new est consort, she m u s t 
assum e the  m a n tle  o f the  s la in  king.^-’
B a ley ’s f irs t  v io lin  concerto  is a re fle c tion  on death fo r  solo v io lin  and 
o rches tra . Baley w as com m iss ioned  by h is  long tim e  fr ie n d  and p a tro n  
W. H ow ard  H o ffm a n  to  w r ite  a w o rk  in  m em ory  o f H o ffm a n ’s fa the r. B a ley 
used th is  com m iss ion  to  com b ine  sonata -a lleg ro  fo rm  w ith  e lem ents o f 
the  R equiem  m ass w ith  each m ovem ent se rv ing  a d u a l purpose. The f irs t  
m ovem ent. “Lacrym o sa .” serves as the w o rk ’s expos ition . The second. 
“D ies Irae .” acts as a deve lopm en t section. “L u x  A e te rna . ” the w o rk ’s 
th ird  m ovem ent, s ta n d s  in  fo r the  re ca p itu la tio n . The fin a l m ovem ent. 
“Agon. ” is bo th  coda and w ake.
V irko  Baley. “P rogram  notes" in  K ly tem nestra  (Las Vegas; T roppe Note P ub lish ing , 
Inc., 1998), i.
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H is  m assive cello piece, T re n y /L a m e n ts  is  a ll a b o u t the  g riev ing  
process, and inc lu d e s  separate sections w r it te n  in  m em ory  o f h is  m other, 
L yd ia  Baley, h is  dear fr ie n d  B ruce  Adam s, icon ic  U k ra in ia n  com poser 
B o ris  L ya to sh in sky , and Larysa  S ilvestrov, the  w ife  o f com poser fr ie n d  
and  fe llow  U k ra in ia n  V a le n tin  S ilvestrov. Ken S m ith  com m ents  on 
B a ley ’s p re occupa tion  w ith  death  in  a review  o f TN C ’s re co rd in g  o f the  
w o rk :
H earing  nearly  73 m in u te s  o f b rood ing  S lav ic  ru m in a tio n s  on 
death - respective ly, the  com poser’s m other, h is  close frie n d , 
and the  w ife  o f h is  U k ra in ia n  com poser colleague. V a le n tin  
S ilves trov  - m ay n o t in sp ire  m u ch  toe -tapp ing , b u t Baley 
does a rrive  a t an effective ca tha rs is . The voca l lin e , whose 
w ord less h u m  soon b loom s in to  a te x t re co n c ilin g  its e lf to 
h u m a n  m o rta lity , descends on the  e a rth in ess  o f the  cello like  
a message from  above.
In  a d d itio n , each m ovem ent o f h is  Sym phony No. 1: “Sacred 
M o n u m e n ts ’’ is  w r it te n  in  m em ory  o f an  e m in e n t U k ra in ia n  com poser. 
Even in  the  tit le s  o f m ovem ents, one can observe h ow  the  idea o f death  
and dy ing  occupies B a ley ’s th o u g h ts : “The S til ln e s s ”. “Parastas ” and 
“ L a m e n ta tio n s ’ from  D ream tim e: “C hora le  (Parastas)” fro m  F igm ents...: 
“Love can do a ll b u t ra ise  the  D ead.” “There  is a so litu d e  o f space ” and 
“There is a p a in  - so u t te r ” from  U niform s o f  Snow.
Sex
A long  w ith  B a ley ’s re ferences to death , the re  is  an  equa l fa sc in a tio n  
w ith  sex. These references do n o t re c u r w ith  the  sam e freq uen cy  as the  
death  references, nonethe less they  are s t i l l  p re sen t in  some o f h is  m us ic . 
One especia lly  im p o rta n t re ference is the  concert a r ia  K lyem nestra . The 
tit le  ch a rac te r here s ings o f h e r p la n  to  m u rd e r h e r re tu rn in g  h u sba n d .
Ken Sm ith . “Baley: T reny Lam ents". Grammophone  fM arch 2003): A7.
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A gam em non . H er te x t co n ta in s  m any doub le  en tendres th a t  give the  
lis te n e r c lues on ho w  she view s sex w ith  Agam em non, and  how  she 
equates th a t sexua l re la tio n s h ip  w ith  he r p lo t to k i l l  h im . S ta rtin g  a t 
m easure  51, she s ings; “ those hands Rip o ff m y clothes as from  a corpse.’
E xam p le  23: V irk o  Baley: K ly tem nestra , m m .51-53. 
51
Voice i t e
those hands Rip o ff my clothes as from  a corpse
F o llow in g  th is  passage, in  m easure  70. she confides to  h e rse lf th a t she 
does “no t w a n t to scream  and sq u irm  w ith  m o rta l p leasu re  Pierced b y  
th a t g leam ing  w eapon o f h is .”
E xam ple  24: V irk o  Baley: K ly tem nestra , m m .69-73. 
A  Tempo
I---------------------- 7 ----------------------1
É
69
Voice
72
do not w an t to scream and squ irm  w ith  m or ta l p lea-sure
^ k #-------- » ... .. Le ------ :n#------------10------ -0-------------------
" — ¥ —
-------------- 1̂------ /
Pierced hy th a t gleam - ing  wea - pon_ o f his.
M u ch  la te r in  the  w o rk  (s ta rtin g  a t m easure 132). she com pares h e rse lf 
to a conquered n a tio n , and w on d e rin g  i f  she is indeed a w om an i f  she 
has those feelings.
38
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Exam ple  25: V irk o  Baley: K ly tem nestra , m m . 132-140.
132 f  femfX%stoso
* i n  i r  T — t w '  'Voice
f '
To have con - - - quered K ly t-tem -nes t - - - - ra
E
135
Poco lento (inquietudino) J=52-56
"4P 3 _ 3 /T\
i
138
and the doe_ 
3
and Cas - san - dra.
J ...t
M y-ce -nae .
140
and Troy.
I------------- 3
M ay
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be I'm  no t- real - - - ly a wo - - - - m an.
As the  piece d raw s to a close and she hears  A gam em non  approach , she 
beckons h im  fo rw a rd  “come closer, closer, s t i f f  w ith  e xc ite m e n t.” m a k in g  
an  obv ious co m parison  betw een h is  m a nhood  and  the  sw ord  w ith  w h ic h  
she p repares to  p lunge  in to  h im  (m easures 177- 184). T h is  te x t w as 
o b v io u s ly  a ttra c tiv e  to  Ba ley fo r ju s t  th is  c o m b in a tio n  o f m ean ings.
E xam p le  26: V irk o  Baley: K ly tem nestra , m m . 177-185.
»{f I 3 -------  '
Voice [ (̂  ■ 1
oh. come c lo -se r. clo-ser
184r\ ‘"P - T ~ ] .
.... " ---• a' '---------------------# «-----#
S tiff  w ith  ex - cite - - m ent, h a lf - b lin d ed by th is  b lack  and w h ite
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Baley uses a d iffe re n t so rt o f sexual reference in  “Sleep o f C a lib a n ” 
fro m  the  ch a m be r w o rk  Dream tim e. T h is  one, how ever is s tru c tu ra l.
B a ley observed u p o n  fin is h in g  th is  m ovem ent th a t i t  w as exactly  s ix ty - 
n in e  m easures long, a n u m b e r often used as a euphe m ism  fo r a sexua l 
p o s itio n . For Baley, th is  w as ap p ro p ria te  fo r C a liban . “ C a liban  is  a ve ry 
ro u g ish  cha rac te r, a lso ve ry  sexua lly  o rien ted . B u t he is  ug ly  and  
p h y s ic a lly  de form ed. In  h is  dream s, he dream s th a t he is m os t handsom e 
and  th u s  successfu l. The ‘s ix ty -n in e ’ was n o t o r ig in a lly  in tended  as such; 
b u t  in  the process, 1 no ticed  -  as 1 fin ished  the  s tru c tu re  -  th a t the  
m easures w o u ld  be ‘s ix ty -n in e ’. Thus, the  re fe re n tia l p u n , ”
Q u o ta tio n
One especia lly  im p o rta n t ch a ra c te ris tic  o f B a ley ’s m u s ic  is h is  h a b it o f 
q u o ta tio n  o r reuse o f o th e r pieces o f m us ic . T h is  u s u a lly  invo lves h is  own 
m u s ic , a lth o u g h  the re  are ins tances  in  w h ic h  Baley w il l  quote  o th e r 
com posers as w e ll. B a ley ’s p h ilo sop h y  ab ou t q u o ta tio n  p o in ts  to  its  
h is to r ic a l p rac tice . “T h is  s o rt o f m u s ica l h ija c k in g  has a lw ays been qu ite  
com m on in  p ra c tice  and has m a n y  precedents (from  th e  m ore s ta n d a rd  
and com poser-approved  P ia tig o rs k y /S tra v in s k y , B ee thoven ’s “E ro ica ” , 
L is z t’s cou n tle ss  rew o rk ings , to  B ach ’s redo ing  o f V iv a ld i and h im se lf, 
and  m a n y  o th e rs—  w itness  the  tra n s fo rm a tio n s  o f th e  ce lebra ted D- 
m in o r  C oncerto , to  m ore recen t exam ples o f Berio  and  B e rn a rd  Rands).
Indeed, m a n y  com posers w ho  Baley does n o t re fe r to  here also use 
some so rt o f q u o ta tio n  o r re w o rk in g  o f e lem ents. B o rro w in g  is a device as 
o ld  as m u s ic  itse lf, l ite ra lly  to  the  era w hen  m u s ic  w as f ir s t  no ta ted . J .
V irko  Baley. em ail. M arch 6. 2005.
V irko  Baley. “ Program  notes" in  Duo Concertante  (Las Vegas: T roppe Note P ub lish ing ,
Inc,, 1989), i.
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Peter B u rkh o ld e r, noted b io g ra p h e r o f C harles Ives (who w as kn o w n  to 
quote a tu n e  o r two), has observed th a t “the  traceable  h is to ry  o f m u s ica l 
b o rro w in g  begins in  the m ed ieva l repe rto ries  o f l itu rg ic a l ch a n t fo r the  
B yzan tine . R om an and A m b ro s ia n  rite s , the  f irs t  su rv iv in g  large bodies o f 
m u s ic  in  w h ic h  in d iv id u a l pieces were fixed  in  n o ta tio n ."  Indeed, the 
w ho le  idea o f w h a t com p os ition  w as in  the  M edieval era invo lved  bas ing  a 
w o rk  a ro u n d  a can tus J lrm us, a c h a n t borrow ed  fro m  tra d it io n a l (and 
som etim es n o t so tra d itio n a l)  sources. B u rk h o ld e r  adds th a t “ the  
a d d itio n  o f tex t and m u s ic  w as perhaps less an  act o f c rea ting  a new  
w o rk  th ro u g h  b o rro w ing  th a n  i t  w as the  pe rfo rm ance  o f an ex is tin g  w o rk  
w ith  accre tions, like  an em be llished  opera a ria  o r a concerto  w ith  a new  
cadenza, and  like  these i t  m a y  have been an avenue to  e x h ib it c re a tiv ity  
in  p e rfo rm in g  m u s ic  th a t w as o therw ise  fixe d .”
D u r in g  Baley's own tim e . George C rum b , in  h is  “D ream  Im ages” (Love- 
D eath  M usic) fro m  M akrokosm os I  (1972) fo r a m p lifie d  p iano, uses a 
quote fro m  the  m idd le  section  o f C h o p in ’s Fanta is ie -Im prom ptu , 
appea ring  as i f  em erg ing fro m  s ilence ’ a m id s t C ru m b ’s ow n sw eetly 
d isso n a n t m od e rn  sounds, ‘like  the  gentle  caress o f a fa in t ly  rem em bered
m us ic .
B a ley ’s tw o  v io lin  concertos are b o th  based on o th e r co m pos itions  o f 
h is . Each o f the th ree  m ovem ents o f B a ley ’s Duo C oncertante  fo r  cello and  
p iano  are used as m ovem ents o f b o th  the  v io lin  concertos. The th ird  
m ovem ent o f V io lin  Concerto No. 1, “L u x  ae te rna ” is  a lm o s t an  exact 
tra n s c r ip t io n  o f the  second m ovem ent. “A r ia .” fro m  D uo Concertante. The
“  J. Peter B u rkh o ld e r: ‘“B o rro w in g ” , Grove M usic O nline  ed, L, M acy (Accessed 16 
Ja n u a ry  2005), <h ttp ://w w w ,g ro v e m u s lc .c o m >
B u rkh o ld e r, ib id .
J. Peter B u rkh o ld e r: “Q u o ta tio n ', Grove M usic O nline ed. L. M acy (Accessed 16
Ja n u a ry  2005), <h ttp ://w w w .g ro v e m u s ic .c o m >
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f in a l m ovem ent o f the  concerto, “A gon ,” Is based on “M ob ile : D ances” 
fro m  B a ley ’s e a rlie r w ork . The o th e r m ovem ent fro m  the  cello piece is 
re ca s t as the  f ir s t  m ovem ent o f the  second concerto , b o th  tit le d  “ In tra d a .’
E xa m p le  27: V irk o  Baley: Duo Concertante, no. 2, m m . 1-6.
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E xam p le  28: V irk o  Baley: Vio lin  Concerto, No. 1, no. 3, v ln . solo, m m . 1-8.
Adagio J=42
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In  these concert!, Ba ley also uses large segm ents o f h is  v io lin  etudes. 
F igm ents.... fo r the  solo p a rt, m a k in g  th e m  in  e ffect e tudes fo r the  
concertos. In  th e  f irs t  concerto, the  second m ovem ent’s solo p a r t is  fro m  
the  fo u r th  o f the  ...F igm ents, “Perpetuo M ob ile .”
E xam ple  29: V irk o  Baley: ...F igm ents, no. 4, Le tte r B.
y  J=144-152 
- Veni loud - sou lille III
E xam ple  30: V irk o  Baley: Vio lin  Concerto No. 1, no. 2, m m . 26-32 .
[^ T em p o  Ï Ï ;  subito meno mosso J=126
26
Solo V io lin
ve iy  loud - sou tille
29
Solo
xylophone
Perc 1
vibes
Perc 2
fiP
Solo
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The second concerto  m akes m u ch  m ore use o f the  etudes th a n  the 
f irs t. The second m ovem ent, “K o lom yika , A  D ance ...,” uses as its  ske le ton  
the  e tude o f the  same nam e (see E xam ple  22, page 35 fo r etude).
E xam p le  31: V irko  Baley: Vio lin  Concerto No. 2, no. 2, m m . 1-4. 
Subito furioso '"'v
poco meno mosso
Percussion
PPP
/>"' PP
Piano
Solo Violin
poco
pizz-sul pontpizz
Cfllo
PP
The e tude “C hora le  (Parastas)” becom es th e  th ird  m ovem ent o f the  
concerto . “P arastas.”
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E xa m p le  32: V irk o  Baley: ...F igm ents, no. 3, Le tte r A.
E-*- njt t i r  sjl
Résultant
pitches
Violin
Vocal
É
S.T.- - - - - S.P. I l l
4 II V  I I I  IV  I I I
2  1 4
I I I
( V )
mp
l?i) , ^
Whistle
IV
É
E xam p le  33: V irk o  Baley: V io lin  Concerto No. 2, no. 3, m m . 13-15.
Oboe
Clar.
Harp
harpsichord
(piano)Piano
bell tree
. V .
Perc.
\j[C3 motor on 
 =
Perc. 2
mp
Tempo (poco rubato)
1 ord.=- -  ,  *-ru b a to
Solo
S.T. I l l
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T he  “Cadenza” m ovem ent has as its  bas is  in  “S o n a n t...,” the f irs t  o f the  
e tudes.
E xa m p le  34: V irk o  Baley: ...F igm ents, no. 1, m m . 1-4.
[Â]J=60 S. T.
I ll  2" 1" 1"
E xam p le  35: V irk o  Baley: V io lin  Concerto No. 2, no. 4, m m . 1-4.
H a rp
P ia n o
X y lo p h  I .
Pp i t . 1
V il)e s
M o lo r  O f f  O n
) r h
M o to r  O f f O n p ic k  u p  b a s s  b o w
P erc . 2
PPP
M a r im b a
P erc . 3
PP = — PPP
C ro ta le s
Perc. 4
PPP
S.T. .ffo rd .
o rd .
S.T  “  S. o rd .
4%
S o lo
Lrrrr
poco tnolto
iv lPP
S .T .
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The o n ly  m ovem ent o f the  second concerto  th a t does n o t use one o f the  
e tudes is the  la s t, “H a lle lu ja h .”
One o th e r piece Baley quotes from  in  the  f irs t  v io lin  concerto  is h is  
P a rtita  No. 1 , fo r th ree  trom bones  and th ree  p ianos. In  “D ies Ira e ” each o f 
the  o r ig in a l trom bone  p a rts  Baley quotes are assigned to  the  h o rn , 
tru m p e t and tro m b one  sections. Baley uses th is  m a te ria l as bookends, 
s u rro u n d in g  the  v io lin  solo.
E xam p le  36: V irk o  Baley: P a rtita  No. 1, no. 1, m m . 15-23.
wide
2 ...e tude  
15 J=120-144
L. T rbn .
C. T rbn .
C. Pno.
. / f
R Trbn. rm m
j i
L. T rbn .
C. T rbn.
R. T rbn .
19 vin/i/Vv'iA.
J
sbake
m p-
>  P
~ it r m— (j- » 1 ■ ■ '4 - j \? d \ ----- 1 -------- -----
—  1 ' \}m
47
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
E xam p le  37: V irko  Baley: Vio lin  Concerto No. 2, no. 4, m m . 1-9.
Allegro furioso J=152 , „ „^ be ll up!!
H orns 1-4
shakebell up!!
T rp ts  1-2 <>
bell up!!
T rbn . 1-2 
Tuba
kodo drum  (or bass drum)
Perc. 1-4
.ff- shake
Hns.
Trp ts.
(Wa-wa)
T rb n /T l) .
Perc.
TTHns.
shake
Trpts.
b reath  v ib ra to
T rb n /T l) .
Mp
Perc.
I f  bass d rum s are used, they shou ld  be e ithe r a ttached to a w a ll o r placed on 
secure h igh stands, so th a t the  p layers are p lay ing  them  w ith  raised arms.
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B aley defends th is  p ractice , s ta tin g  th a t “ I f irm ly  believe th a t each 
in i t ia l  piece (com plete or sections) has p o te n tia l fo r a n u m b e r o f d iffe re n t 
“ live s .” B a ch ’s A r t o f  the Fugue  is  an illu s tra t io n  o f th a t  idea: a ll fugues 
use th e  same m otive , the  same m us iea l idea... exam ples are m a n y .”
A  few exam ples in  B ach ’s m u s ic  w h ich  he lps  m ake h is  p o in t invo lve  
the  unacco m p a n ie d  solos Bach w ro te  fo r v io lin , the  S onatas a n d  P a rtita s  
fo r  so lo \ io l in ,  BW V 1001-1006. Baeh reused the  m a te r ia l in  these s ix  
pieces in  several d iffe re n t ways. O u t o f th is  eo llection  o f w orks , the  
P a rtita  in E  M a jo r has been used the  m os t by  Bach, b o th  the  e n tire  w o rk  
and  separate  m ovem ents. The f irs t  m ovem ent, “P re lude ”, w as used in  tw o 
can ta tas . No. 120a, “H e rr G o tt, B eherrseher a lle r D inge, ” and No. 29,
“W ir  da nke n  d ir, G o tt, w ir  da nke n  dir. ”
E xam p le  38: J o h a n n  S ebastian  Baeh: Sonata V I in  E  Major, BW V 
1006, no. 1, m m . 1-8.
y
V irko  Baley. em ail. Ja n u a ry  30, 2005
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E xam ple  39: Jo h a n n  S ebastian  Bach: C anta ta  29, “S ln fo n ia  In  D 
M a jo r: W ir  danken  d ir, G o tt, w ir  da nke n  d ir ,” m m . 1-9.
Presto
Trom ba I- I ll
T im pan i
Oboe I 
V io lin  1
Oboe II 
V io lin  II
Viola
C ontinuo
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Baley p o in ts  o u t how  quotes can be used in  h is  m u s ic  to  d ra w  
re la tio n s h ip s  betw een w orks . “Som etim es the  la s t ph rase  o f one piece 
becomes the  b e g in n in g  o f a n o th e r (Bernard R ands has done th a t). In  
[my] N o c tu rna l No. 4 [for p iano ], the  th ird  m ovem ent, in tro d u ce s  an  idea; 
in  N octu rna l No. 6  p a rt o f i t  comes back, b u t th is  tim e  w ith  a new  them e 
added to  i t . ”
E xam ple  40: V irk o  Baley: N octu rna l No. 4, no. 3, m m . 32-34 .
32
xcn ip iv  PPP
sempre PPPPP
Pmp
E xam ple  41: V irk o  Baley: N octu rna l No. 6, no. 3, m m . 42 -44 .
42 A Tempo
<
PPP
PP
mp
Som etim es B a ley uses o n ly  fragm ents  o f pieces, w hereas w ith  o the rs  
such  as the  v io lin  concerti m en tioned  above, m u c h  la rg e r sections (and
V irko  Baley. em ail. J a n u a ry  30, 2005.
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som etim es even com ple te  w orks) w ill be used.
Baley gives an  exam ple in  one o f the  w o rks  th a t w il l  be d iscussed in  
C h a p te r 3, S cu lp tured  B irds . “T h is  is a m ore com plex s itu a tio n . In  ce rta in  
cases, a sm a lle r piece m a y  be inse rted  (and often expanded) in to  a la rge r 
piece: [the] second m ovem ent o f the  P iano Concerto, [in ] the  coda, w h ic h  
uses the  f irs t  songs fro m  Tw o Songs in  O lden Style. In  th e  same p iano  
concerto , the m a in  m o tive  is based on the  “a llegro” section  in  “The 
C hinese N ig h tin g a le ” o f S cu lp tured  B irds . Here, the  m a te r ia l is  g rea tly  
expanded and re w r itte n .”
E xam p le  42: V irk o  Baley: S cu lp tured  B irds , no. 4, m m . 33-36 .
Clarinet
Piano
33 D  J = 112
h t - i ....- - - ...I--------------------------------------
------------------: -----------------------
Ü .................# ^ [ 2 ^
tiift
3 ^
..
4 .t 2 1 2 4  ̂
P una corda
buH ..............
^ ^  r,9 7 ..^—
1 2 1 "----"
p
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4
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L 1
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E xam p le  43: V irk o  Baley: Piano Concerto, no. 3, m m . 1-8. 
1 Allegro moderato J=ca.l08
Piano
JJ
sfz sfz
S
I
(S.l'. m n
Som etim es the  b o rro w in g  goes th ro u g h  m ore th a n  one 
tra n s fo rm a tio n . O rig in a lly  a sh o rt piece Baley w ro te  fo r  the  S ie rra  W in d  
Q u in te t, A d a m 's  A pp le  has also been re w ritte n  as a s tr in g  q u a rte t, an 
o rch e s tra l p re lude , and as a m ovem ent in  D ream tim e. Ba ley a lso uses 
p a r t o f A d a m 's  A pp le  as the  open ing  o f D ream tim e, in  p a r t to have 
som e th in g  fo r the  fu ll m ovem ent to re fe r b a ck  to.
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E xam p le  44: V irk o  Baley: A d a m 's  Apple, m m . 1-3.
\  J = ii2  .
F lu te
Oboe
Bb Clar.
H orn
Bassoon
If
.f;r
7' ^ 1^7 V
. f f
PP
7-------- 7- I
T Jÿ-EEE  ̂ f̂ rr̂ cT
i
s/z
il ^ T ;  J
~ sA  '
'% r r , T r
+ +  +
.7:
m
E xam p le  45: V irk o  Baley: Dream tim e, no. 16, m easures 1-3.
Allegro con fuoco J=108-I12
PP
t im p a n i  (con  sorcl) 
2 t im p a n i m a lle ts
Perc.
m
m
Pno.
Vln.
w.\iihito p
con forza 
pizz. arco
Vc.
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In  th e  case o f H e a rt o f  G lass, Ba ley does n o t seem to  be re ly ing  on  the 
m em ory  o f h is  audience th is  tim e , as H e a rt o f  G lass  w as o rig in a lly  
com posed fo r a w o rk  ye t to  be com pleted, B a ley ’s p ro jected  opera. 
H unger. ''H e a rt o f  G lass  is  based on the  e nd ing  o f H unger. I t  m akes its  
f ir s t  reappearance in  a new  fo rm  in  the  com ple te  Dream tim e. I t  is  also, 
re -o reh es tra ted  and  s lig h tly  revised, the  la s t m ovem ent in  Sym phony No. 
2: “ Red E a r th .” [B u t] the  connection  is a lw ays to  H unger.”
N on-M u s ica l A r t  F o rm s 
F rom  h is  e a rlie s t pieces, B a ley ’s in te re s t in  n o n -m u s ic a l a r t is tic  
s t im u li in fo rm s  h is  m u s ica l w o rk . “Because o f m y  w ide  in te re s t in  m an y  
a r t fo rm s, th e y  a ll p lay  a p a rt in  h e lp ing  m e shape m y  m u s ica l th o u g h ts . 
1 a lw ays look  fo r an analogy: th is  line  in  a p a in tin g , th is  m u s ica l phrase, 
th is  poetic  im age, th is  chord: etc., etc. ”
E xam p le  46: V irk o  Baley: S cu lp tured  B irds , no. 4, m m . 84-85 . H ere the  
canon  is m e a n t to  rep resen t the  m ech an ica l b ird  fro m  F e llin i’s m ovie, 
Casanova.
Clar.
34 0 ^ = 1 3 2 -1 4 4
[■«. — J.
^ icT^ÿJ   ̂ |#r-— ------ ^—
• —  J :------
nip/mf (scherzando)
4
IP- *r ^ r f  #
5
LjI
5
- P
Wp/mf Ischerzandc
J  ('H)
)
:T r r ' J— r
— L
^  - r m
= '(M 4= J
Pno.
2 3
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H is  love o f f ilm  is show n n o t o n ly  in  the  title s  o f m a n y  w o rks  o r 
m ovem en ts  o f w o rks  —  Persona, The H o u r o f  The Wolf, Through a  G lass  
D a rk ly  —  b u t also in  h is  ro le  as p ro d u ce r and com poser o f U k ra in ia n  
d ire c to r  Y u r i I lie n k o ’s S w an  Lake: The Zone, w h ich  w on  tw o aw ards a t 
th e  C annes F ilm  Festiva l in  1990. Ba ley has also w r it te n  m u s ic  fo r 
a n o th e r f ilm  w r it te n  and d irec ted  b y  Ilien ko , A  P raye r fo r  H erm an  
M azepa, p roduced  b y  Igo r D id ko vsky  and  released in  2003. Som etim es 
th e  co n ne c tion  to  the  w o rld  o f f ilm  ru n s  even deeper in  h is  m u s ic , as in  
the  re p re se n ta tio n  o f the  m echan ica l b ird  fro m  Federico F e llin i’s 
C asanova  in  the  fin a l m ovem ent o f B a ley ’s Scu lp tured  B irds . O the r 
exam ples o f the  in flu e n ce  o f f i lm  on B a ley ’s w o rk  w o u ld  inc lu d e  Serge 
P a ra d janov ’s S hadow s o f  Forgotten Ancestors (V io lin  Concerto No. 1, 
m ovem ent 4), A k ira  K u ro saw a ’s Roshom an (N octurna l No. 5 fo r solo 
p ia n o j, and In g m a r B e rgm an ’s Persona  (the unaccom pan ied  w o rks  
Persona I  and  II} and  The H o u r o f  The W o lf (m ovem ents fro m  b o th  Sacred  
M onum ents  and  Dream tim e).
Baley free ly  acknow ledges the  in flu e n ce  film s  and  film m a ke rs  have 
had  on h is  w o rk . “F ilm  is  ve ry  close to  m y  aesthe tic  and em o tiona l 
tem p e ram en t. I f  I d id  n o t end up  in  m u s ic , I m ig h t have become a f i lm  
m aker. F ilm  and m u s ic  are ve ry  close cous ins . They b o th  use tim e , 
a c tu a l pieces o f film , the  s ing le  fram e, is  like  a note  o f m us ic . I t  takes  a 
n u m b e r o f such  n o te s /fra m e s  to  give the  illu s io n  o f tim e  passing. Jean  
Cocteau and  B ergm an were m y  tw o  m o s t im p o rta n t ea rly  in fluences . 
A n o th e r one w as A la in  Resnais. B u t, the  m o s t im p o rta n t o f a ll w ere  the  
s ile n t film s , especia lly  Soviet and G e rm a n .”
V irko  Baley. em ail. J a n u a ry  30, 2005.
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Baley also m akes reference to  lite ra tu re  in  m u ch  o f h is  m us ic . “1 
be lieve in  n a rra tive  as a va lid  a r t is t ic  fo rm . B y n a rra tive  I m ean fo rm : 
so m e th in g  th a t moves m a te ria l fro m  b e g in n in g  to end. M a te ria l is  shaped 
b y  fo rm  and  in  tu rn  reshapes the  fo rm , c re a ting  som eth ing  to ta lly  new."^^ 
The m o s t obv ious connection  is w ith  h is  m a m m o th  cham ber w o rk  
D ream tim e, w r it te n  fo r the  C a lifo rn ia  E.A.R. (E lec tron ic  A cous tic  and 
Recent M us ic ] U n it and th e ir  ensem ble o f flu te , c la rine t, p iano, tw o 
p e rcuss ion , v io lin  and cello. W ritte n  p a r t ia lly  "as a response to  In  D ream s  
B eg in  R esponsib ilities  by  D e lm ore  S chw artz ,” Ba ley borrow ed the  t it le  o f a 
bo ok  by  H ans Peter D uerr, T ra u m ze it (D ream tim e j, fo r the  com plete 
w o rk ’s tit le . The solo w o rks  Persona I  and  Persona II, besides the  
a fo rem en tioned  film  references, a lso share  a t it le  w ith  a book o f p o e try  by  
E zra  Pound, as Baley m e n tion s  in  h is  p rog ram  notes p u b lish e d  w ith  the  
w o r k s . ^ 3  These are a co llec tion  o f s h o rt poem s, some ju s t  tw o  o r th ree  
lin e s  long. For Baley, the  Personae were  some o f h is  b rie fes t w o rks  a t the  
tim e  he w i'o te them , p a r t ia lly  because th e y  w ere com posed as e tudes fo r 
h is  f irs t  sym phony. As he m en tion e d  in  a conversa tion  w ith  th is  a u th o r, 
“ [the] Personae were  (and w il l  co n tinue ) to be com plete w o rks  in  
them selves, b u t as p o te n tia l ch a p te rs  in  a longer w ork . T h is  is  tru e  o f 
a lm os t a ll [my] sh o rte r w o rks . ” A lth o u g h  few er in  num ber, the  a r t w o rld  
has also p rov ided  some o f B a ley ’s p o in ts  o f im ita t io n . The best exam ple  o f 
th is  w ou ld  be h is  S cu lp tured  B irds , w h ich  w il l  be d iscussed in  d e ta il in  
cha p te r 3. O th e r a r t re ferences in  B a ley ’s w o rk s  w ou ld  in c lu d e  M anao  
Tupapau  (a fter Paul G augu in ) and  The Sleep o f  C a liban  (a fte r O d ilo n  
Redon), b o th  m ovem ents fro m  D ream tim e.
V irko  Baley. em ail. Ja n u a ry  30, 2005.
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U naccom pan ied  In s tru m e n ts  B eg inn ing  a W ork 
B a ley ’s m u s ic  o ften  w il l  s ta r t a piece u s in g  o n ly  an  unaccom pan ied  
in s tru m e n ts , o ften  u s in g  th a t in s tru m e n t fo r the  e n tire  f ir s t  m ovem ent. 
T h is  is  especia lly  p reva len t in  h is  cham ber m us ic , b u t a lso appears in  
som e o f h is  large scale w o rks  as w ell. “The idea o f le tt in g  the  ‘m a in  
in s tru m e n t ' beg in  a m u lti-m o ve m e n t piece and l in k in g  i t  to  the  second 
m ovem en t 1 fin d  e m o tion a lly  sa tis fy ing . T h is  c lea rly  p laces the  ‘m a in  
in s tru m e n t ’ in  focus. G enera lly , such  m ovem ents ten d  to  be v ir tu o s ic , 
sh ow ing  o ff the  te ch n ica l side o f the  in s tru m e n t, a k in d  o f cadenza. 
P robab ly , n o t co nsc ious ly  a t f irs t, I m ay have been in flu e n ce d  b y  R avel’s 
Tzigane.”
E xam p le  47: M au rice  Ravel: Tzigane, m m . 1-10. (The e n su in g  57 
m easures are a lso unnacom pan ied .)
Lento, quasi cadenza
./• —  
%  a n
w
r, n n n
1 •/ ^  V L
“  Te:mp<
=9
0 rul3ato
espress.
Three cham ber w o rks  th a t use th is  device are the  bassoon p a rtita , 
O rpheus S inging  and  the  v io lin  p a rtita .
V irk o  Baley, “Program  notes" in  Persona  II (Las Vegas: Troppe Note P ub lish ing , Inc, 
2001), i.
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E xam ple  49: V irk o  Baley: P a rtita  f o r  V io lin  and  Piano, no. 1, m m . 1-10.
Moderato con moto J=96 (tu tta  la  Jorza)
r~ 3~\
Tempo m etrico
1 )
(poco rubalo]
V io lin
m
y r  r m
f
* a
f f  (tempestuoso)
W h ile  in tro d u c in g  the c h a ra c te r is tic  tim b re  o f the  in s tru m e n t, B a ley uses 
th is  so rt o f open ing  fo r o th e r purposes as w ell. “ In  the  case o f O rpheus  
Singing, the  open ing  unacco m p a n ie d  m ovem ent in tro d u ce s  m a te r ia l th a t 
is  fu r th e r  developed in  th e  second m ovem ent —  b u t th a t  has m ore  to  do 
w ith  the fo rm  o f the  piece: re c ita tive  and  a r ia .” O rpheus S inging  w il l  be 
d iscussed in  m ore de ta il in  C h a p te r 4 (see E xam ples 67 &  68 on  pages 
8 8  &  89).
A n o th e r piece th a t tre a ts  th is  idea in  a s lig h tly  d iffe re n t w ay is  h is  
p iano  concerto. The f irs t  m ovem en t has the  solo p ia n is t accom pan ied  
o n ly  by the th ree  o rch e s tra l p e rcuss io n is ts . Ba ley cons ide rs  th is  to  be the  
same k in d  o f tre a tm e n t o f the  so lo is ts  as in  the  above m en tioned  
cham ber w o rks . “The idea here w as to  tre a t the  pe rcuss ion  as an
V irko  Baley. em ail. J a n u a ry  30. 2005.
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e x te ns ion  o f the p iano . I believe th a t w hen  pe rfo rm ed  c o rre c tly  b y  a ll 
concerned , ta k in g  in to  cons id e ra tion  the  acoustics o f the  h a ll, b a la n c in g  
a ll the  p a rts  as suggested in  the  score, m an y  o f the  p e rcuss ion  and p iano  
c o m b in a tio n s  lose th e ir  separateness and merge in to  a k in d  o f s ing le  
s u p e r m a lle t in s tru m e n t.”
E xam p le  50: V irk o  Baley: Piano Concerto, no. 1, m m . 1-6.
Misterioso J=c.52  ?-
Perc. 1
Perc. 2
Perc. 3
é
pick up bow
g
Piano
' o  1 l.v.
iv .
PP u
...
,to bass drum
PP ?, P_P.  ,
PP r. pueu s/z _
m
PPP p PP
a
poco PP ~PP -
to cymbals & gongs
pedal rotoitom  
/  quasi gltss.to pedal roto-tom
PP PP
poco
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A lth o u g h  te c h n ic a lly  n o t a w o rk  fe a tu r in g  a solo pe rfo rm er, B a ley ’s 
S ym phony No. 1: “Sacred M o n u m e n ts ” begins w ith  a v ir tu o s ic  oboe solo. 
“T ru e  i t  is  accom pan ied ,” says Baley, “b u t the  a ccom pan im en t is  re a lly  o f 
th e  m in im a l k in d , re in fo rc in g  w h a t a lready is in  the  solo in s tru m e n t.”
The idea o f unaeeom pan ied  in s tru m e n ts  is  also im p lie d  here b y  th e  faet 
th a t  the  oboe solo is  a se ttin g  o f Ba ley’s Persona I, a w o rk  o r ig in a lly  fo r 
un acco m p a n ie d  oboe.
E xam p le  51: V irk o  Baley: P e rso n a l, m m . 1-7.
J=72 meno mosso accel.
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/T\
? 6 6PPP
A  Tempo
cantabile
 s -
PPPwpm f ppwp —=
" i / ' PP
poco
a poco accel.
" ' f  cantabile 
A  Tempo
r r r r r r r r r m r i
w f  pp
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E xa m p le  52: V irk o  Baley: S ym phony No. 1: “Sacred M o n u m e n ts ,” no. 1,
m m . 1-5. meno mosso - - - accel
poco
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A lth o u g h  n o t v ir tu o s ic  in  the  w ay the  f irs t  m ovem ent is, the  sym p h o n y ’s 
fo u r th  m ovem en t also is  based on an unaccom pan ied  piece, th is  tim e  
Persona II. w r it te n  as a s tu d y  fo r th is  sym phony. "In  th is  re in c a rn a tio n  
the  Personae  are com ple te  pieces; in  the sym ph on y  they  assum e a ve ry  
d iffe re n t ro le : a ch a ra c te r in  a m u ch  longer and m ore com p lex n a rra tive . 
Personae  are so liloqu ies , a conversa tion  w ith  oneself. In  the  sym phony, 
th e y  in s tig a te  a m u s ica l n a rra tive .
M in im a lis m
It  is  in te re s tin g  to note  B a ley ’s a ttitu d e  tow ards  one o f the
co m p o s itio n a l s ty les th a t has come in to  its  own d u r in g  B a ley ’s
co m p os itio n a l career: m in im a lis m . Baley has ba s ica lly  re jected
m in im a lis m  as a s ty le  in  w h ic h  he w ishes to  w o rk . To h im , i t  rem oves
some o f the  m o s t im p o r ta n t e lem ents o f m us ic , m e lody and  c o u n te rp o in t.
Ba ley feels th a t the  m u s ic  o f m in im a lis ts  m isses the  p o in t.
...the  o s tin a to  p a tte rn  is n o th in g  new, o f course. M y m odel is  
the  ea rly  R om an tic  lie d e r (S chubert, S chum ann) w here  the  
os tin a to  p a tte rn  is used free ly. I t  has been con fiscated  by  a 
ce rta in  school o f m in im a lis m , w here ins tead  o f be ing  the 
canvas on w h ic h  in fo rm a tio n  is developed, becomes 
in fo rm a tio n  itself."**’
W he the r in  m u s ic  o r o th e r a r t fo rm s, Baley is s t i l l  bo red  w ith  m o s t o f 
w h a t m in im a lis m  has co n tr ib u te d . A t a f ilm  fes tiva l in  w h ic h  B a ley w as a 
m em ber o f the  a d ju d ic a tin g  panel, Baley w ro te  th a t “I rea lized  th a t a fte r 
w a tch in g  fo r s ix  and  a h a lf  h o u rs , nobody fe ll asleep. I m u s t a d m it, I d id  
nod here and  th e re  w hen  the  im ages got a b it  too s ta tic  and  m in im a lis t.  ”
Balev. nonethe less, s t i l l  adm ires  some o f the  w o rk  o f h is  m in im a lis t
V irko  Baley. em ail. J a n u a ry  30, 2005. 
V irko  Baley. em ail, F ebruary  7, 2005.
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co lleagues, such  as Steve Reich and J o h n  Adam s, a lth o u g h  a d m itte d ly , i t  
te n d s  to focus on th e ir  la te r, less m in im a lis t ic a lly  in c lin e d  w orks . He has 
w r it te n  some pieces w ith  w h a t he cons ide rs  to  be q u a s i-m in im a lis tic  
te ch n iq u e s , u s u a lly  an  hom age to  c e rta in  com posers, su ch  as A d a m ’s 
A p p le  o r H ea rt o f  G lass, w h ic h  use ce rta in  types o f repe titve  p a tte rn s  
associa ted  w ith  J o h n  A dam s and P h ilip  G lass. Ba ley is  sure  to  use these 
te ch n iq u e s  in  m u ch  d iffe re n t m a n ne rs  th a n  these com posers, however, 
s u c h  as the  w ay in  w h ic h  he uses an  o s tin a to  p a tte rn  in  each o f h is  
songs fro m  the  E m ily  D ick inson  Songbook  (see E xam p le  21, page 34).
We sha ll see exam ples o f these ch a ra c te ris tics  in  B a ley ’s w o rks  o f th a t 
fe a tu re  the  c la r in e t as a solo in s tru m e n t, b o th  w ith  and  w ith o u t 
accom pan im en t. Those w o rks  are S cu lp tu red  B irds , O rpheus S inging, 
Persona II. Song W ithou t W ords (for Eh c la rin e t) and  the  P artita  fo r  
c la rine ts  and  p iano. The w o rks  w il l  be d iscussed ch rono log ica lly , s ta rt in g  
w ith  the  f irs t piece w r it te n  by  Ba ley fo r  th is  in s tru m e n t. Scu lp tured  B irds.
64
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C HAPTER S
SCULPTURED BIRDS
V irk o  B a ley ’s f irs t  com pos itio n  fe a tu rin g  the c la r in e t was S cu lp tu red  
B ird s  w r it te n  betw een 1979-1984  fo r Fe lix  V iscug lia  (“J u ra s s ic  B ird ”) and  
'W illiam  Powell (the fin a l th ree  o f fo u r  m ovem ents). V iscu g lia  h a d  jo in e d  
the  fa c u lty  a t the  U n ive rs ity  o f Nevada, Las Vegas in  1978 a fte r h is  
re tire m e n t fro m  the  B oston  S ym phony  O rchestra . B a ley m e t Powell w he n  
he w as the  c la r in e t p ro fessor a t the  U n ive rs ity  o f C a lifo rn ia , S an Diego 
w hen  the  tw o  schools w ere w o rk in g  on the  C on tem pora ry  M u s ic  Festiva l 
together. In  1981. w hen  V iscu g lia  le ft Las Vegas fo r a yea r to  deal w ith  
fa m ily  ob liga tions , in c lu d in g  the  death  o f h is  fa ther, Powell com m uted  
betw een San D iego and Las Vegas to teach a t b o th  UCSD and U N LV  fo r 
the  1981-82 academ ic year. Ba ley w ro te  the  piece fo r b o th  o f these 
c la r in e tis ts  w h ile  th e y  were h is  colleagues d u rin g  these years.
The fo u r m ovem ents are: “J u ra s s ic  B ird , ” “Eagle,” “B ird  in  G lide, ” and  
“The C hinese N ig h tin g a le ,” Ba ley has s ta ted th a t the  m ovem ents  m a y  be 
pe rfo rm ed  separa te ly , as he considers each m ovem ent to be a com ple te  
w o rk . Indeed, B a ley h im s e lf has pe rfo rm ed  the w o rk  in  such  a fa sh ion  
w ith  some c la r in e tis ts . E ach m ovem ent was in sp ire d  b y  a w o rk  o f a r t 
de p ic tin g  b ird s , u s u a lly  a s cu lp tu re , hence the  fu ll t it le . T h is  is  one o f the  
few pieces w here  B a ley has used s c u lp tu re  as an in s p ira t io n a l ju m p in g -  
o ff p o in t in  h is  com pos itions .
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S cu lp tu red  B irds , as P a rtita  No. 1 and  N octu rna l No. 5  from  th is  same 
tim e , u tiliz e s  ce rta in  m e lism a tic  and  voca l tra d it io n s  o f the  eastern S lavic 
and  spe c ifica lly  U k ra in ia n  “d u m a ” tra d it io n . A lso, the  m e lism a tic  
e m b e llish m e n ts  th a t f i l l  o u t the  m e lod ic  co u n te rs  o f the  B irds, especia lly  
“J u ra s s ic  B ird ” , “Eagle” and “B ird  in  G lide ” , have th e ir  o r ig in  in  the 
re c ita tive  dec lam ations  o f the  U k ra in ia n  b a rd  s ingers o f the  dum a.
O f the  five w o rks  d iscussed in  th is  docum en t. S cu lp tu red  B irds  is 
lik e ly  the  m ost te ch n ica lly  dem and ing  o f the  g roup . Some o f the  m ost 
d if f ic u lt  aspects o f p e rfo rm in g  th is  piece, fro m  a c la r in e tis t ’s perspective, 
are m a n y  o f the m u lt ip h o n ic  and m ic ro to n a l p itches  th a t  m u s t be 
p roduced . B a ley ’s score here has each fin g e rin g  in d ica te d  in  the  c la r in e t 
p a rt. B a ley used these type o f fing e rin gs  sp a rin g ly  in  th e  in it ia l 
m ovem ent, “J u ra s s ic  B ird . ” There are five m u lt ip h o n ic s  and  twelve 
m ic ro ton e s  ind ica ted . C ons ide ring  th a t its  dedicatee is F e lix  V iscug lia , 
th is  is  no t s u rp ris in g , as V iscug lia  had experience w ith  these types o f 
te chn iq ues  bo th  d u r in g  h is  tim e  in  the  B oston  area (especia lly w ith  the  
new  m u s ic  g roup  Collage) and w ith  B a ley ’s Las Vegas C ham ber Players. 
One o f the  pieces th a t V iscug lia  had  p e rfo rm ed  u n d e r B a ley ’s d ire c tio n  in  
h is  ea rly  years in  Las Vegas w as E ig h t Songs f o r  a  M a d  K ing  by E ng lish  
com poser Peter M axw e ll Davies. The c la r in e t p a rt fo r  D av ies ’ piece was 
w r it te n  fo r A lan  Hacker, a new  m u s ic  sp e c ia lis t w ho  had  w orked  
fre q u e n tly  w ith  Davies in  the  g roup  The F ires o f London  and w e ll kn o w n  
fo r h is  m aste ry  o f m u lt ip h o n ic s  and m icro tones.
The o th e r th ree  m ovem ents w o u ld  a lso dem onstra te  these techn iques 
to g rea t advantage. “E a g le ” has no  m u lt ip h o n ic s , b u t  tw e lve  m ic ro  tones, 
a ll in  a fingered m ic ro to n a l g lissa n do  a t th e  ve ry end o f the  m ovem ent 
(See Exam ple  53 on the  fo llo w ing  page).
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E xam p le  53: V irk o  Baley: S cu lp tured  B irds, no. 2, m . 65.
21 "
65
rail.J=60
• PPP
l)e n  r ilm ic o  
( funsi  (Totd lrs
“B ird  in  G lide ” ha s  th ir ty -s ix  m u lt ip h o n ic s  and fifty -fiv e  m ic ro tones  and 
“C hinese N ig h tin g a le ” no m u lt ip h o n ic s  and fo r ty - fo u r  m ic ro tones. For 
these m ovem ents, the  finge rings  were p rov ided  b y  W illia m  Powell. He and 
B a ley w orked  ve ry  closely toge the r to  achieve a close in te g ra tio n  o f these 
techn iques  a long  w ith  B a ley ’s v is io n  o f w h a t the  piece needed to  sound  
like . T h is  in te g ra tio n  is  a lm o s t seam less. Powell a lso he lped to  choose 
o th e r fin g e rin g  co m b in a tio n s  fo r the  m u lt ip h o n ic s  and  m ic ro ton e s  in  the  
f ir s t  m ovem ent to  m ake th e m  speak m ore cons is ten tly .
Powell’s a tte n tio n  to  d e ta il d id  n o t go unno tice d . A n d re w  Porter, in  one
o f h is  m u s ica l rev iew s he w as w r it in g  fo r the  N ew  Yorker m agazine, sa id
th is  o f Powell an d  B a ley ’s p e rfo rm ance  a t M e rk in  C once rt H a ll in  New
Y ork  C ity  in  J u n e  o f 1986:
Ba ley ’s ow n  S cu lp tu red  B irds , the  f irs t  m ovem ent, “The 
J u ra s s ic  B ird , ” com posed in  1979; “Eagle,” “B ird  in  C lide , ” 
and “The C hinese N igh tinga le  ” added in  1984, fo r  M r. Powell
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— s tru c k  deeply. The im agery w as keen, the  m u s ic a l th o u g h t 
o rig ina l.^ ”
E spec ia lly  im press ive  is  the  use o f m u lt ip h o n ic s  and  m ic ro tones  in  
“B ird  in  G lide ,” n o t o n ly  fo r th e ir  sheer num ber, b u t in  how  they  ass is t in  
th e  p resen ta tio n  o f the  m e lod ic  m a te ria l. M any  o f the  m ic ro  tones in  th is  
m ovem ent a lte rna te  w ith  the  tra d it io n a l finge rings  o r th e  “n o rm a l” 
p itches , a lm o s t as i f  lo o k in g  a t the  no te  from  as m any  vantage p o in ts  as 
possib le. T h is  fits  w o n d e rfu lly  w ith  the  scu lp tu re s  the  m ovem ent is based 
on, a series e n titled  B ird  in  Space. A t f irs t  glance, each o f the  scu lp tu re s  
are o f the  same shape and  design. U pon  c loser inspec tion , however, 
ce rta in  c ru c ia l d iffe rences emerge, in c lu d in g  those o f size, te x tu re , angle, 
and  m a te ria ls . B ra n cu s i seems to have been fasc ina ted  w ith  the  bas ic  
shape o f each piece in  the  series, and  de ligh ted  in  seeing how  m any 
va ria tio n s  o f i t  he cou ld  create. “B ird  In  G lide ” shows B a ley ’s s im ila r  
fa sc in a tio n  w ith  va ria tio n , th is  tim e  w ith  p itch , and Pow ell’s ded ica tion  to 
f in d in g  the  techn iques  possib le  to  achieve these va ria tio n s  is rem arkab le .
F u tu re  p e rfo rm ers  o f th is  w o rk  w il l  be g rea tly  indeb ted  to  the  
reco rd ing  th a t Powell and  Baley m ade in  1989, nam ed a fte r the  f irs t  
m ovem ent o f Scu lptured  B irds . J u ra s s ic  B ird , the  com pact d isc, was 
released in  1995 on the  C am bria  labe l.'’ ' In  a d d itio n  to  the  w o rk  
d iscussed here, th ree  o th e r w o rks  o f B a ley ’s were in c lu d e d  on th is  
record ing . P a rtita  No. 1 fo r  th ree  trom bo nes  and  th ree  p ianos (1970; rev. 
1976) was recorded by B a ley and tro m b o n is t M iles A nderson . Two o f 
B a ley ’s N octu rna ls  f o r  Piano, were a lso in c lu d ed ; No. 5, pe rfo rm ed  by  
La u ra  Spitzer, and No. 6 b y  E lissa  S tu tz .
Andrew  Porter. “ M usica l Events: Let's Make An O pera." The New Yorker 62. no. 21: 
(Ju ly  14. 1986): 63.
V irko  Baley. Cham ber M usic o f  V irko Baley: Ju rass ic  B ird. C am bria  Records, C am bria  
CD-1077: 1995. Com pact D isc.
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The piece as a w ho le  “p resen ts an equa lly  auste re  face, as w e ll as 
eq u a lly  s tr in g e n t te ch n ica l dem ands.” '’  ̂The piece re q u ire s  v irtu o so  
p e rfo rm e rs  on b o th  c la rin e t and p iano. The c la r in e tis t is  re q u ire d  to  be 
able to  p e rfo rm  m u lt ip h o n ic  and m ic ro to n a l passages as m en tioned  
above, extrem es in  te ss itu ra  (covering a range o f th ree  octaves and  a 
m a jo r s ix th ) a t a ll dynam ic  levels, sub tone  passages, p itc h  bends and  
p o rta m e n ti, co lo r tr i l ls ,  f lu tte r- to n g u in g , p itch le ss  a ir  sounds, key  c lic ks  
and  o th e r extended techn iques. C irc u la r b re a th in g  is  n o t re q u ire d  b u t 
m ay be bene fic ia l in  ce rta in  passages. The p e rfo rm e rs  are re q u ire d  to 
read passages w r it te n  b o th  in  tra d it io n a l m etered  n o ta tio n  and in  o th e r 
n o n - tra d it io n a l fo rm s  such  as p ro p o rtio n a l n o ta tio n  and  w h a t I w il l  re fe r 
to  as in d e p e n d e n t n o ta tio n  (the pe rfo rm ers  s ta r t s im u lta n e o u s ly , b u t  
proceed w ith o u t regard  fo r the  pace o f the  other). A d d it io n a lly , the  
p ia n is t p la ys  w oo db lock  and C hinese p raye r stones in  the  f irs t 
m ovem ent.
The p iece ’s f ir s t  m ovem ent, “Ju ra ss ic  B ird ,” w as f ir s t  pe rfo rm ed  in  
1979. The t it le  o f the  m ovem ent is  from  a s c u lp tu re  o f A m e rica n  a r t is t  
D av id  S m ith  (1906-1966). Baley has w r it te n  a b o u t th is  m ovem ent th a t 
“ the  J u ra s s ic  is  the  period o f the  Mesozoic era betw een th e  C om anchean 
and the  T ria ss ic . o r  the  co rrespond ing  system s o f rocks  m a rked  b y  the  
presence o f d in o sa u rs  and the  f ir s t  appearance o f b ird s . The w o rk  is, as a 
re su lt, a re c o n s tru c tio n , a jo in in g  toge the r o f separate fo ss il- like  
e lem ents —  in  sh o rt, a rem em brance  o f the  p re cu rso r o f f l ig h t.” '’ '̂  The 
im p o r ta n t w o rd  here is  “p re eu rso r ” — B a ley ’s “J u ra s s ic  B ird ” does n o t
S m ith , Ken. V irko  Baley (b. 1938). VirkoBaley.Com . (October 5, 2004); h t tp : / /  
v irk o b a le v .c o m /. pg. 1
V irko  Baley. “P rogram  notes" in  Sculptured B irds  (Las Vegas: T roppe Note P ub lish ing , 
Inc., 1989). i.
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fly: i t  m ere ly  a tte m p ts  to, b u t u lt im a te ly  fa lls .
B a ley  has a lso s ta ted  th a t In sections o f “J u ra s s ic  B ird ” he m ade a 
consc ious  a tte m p t to  Im ita te  the  sound  used h y  the  fam ed E s to n ian  
com poser A rvo  Part. C e rta in  passages In  the  p iano  p a r t o f Ba ley’s w o rk  
show  a s tro n g  s im ila r ity  to  P a rt’s m a tu re  sty le  kn o w n  as 
“ t ln t ln n a h u lu m  ”. lite ra lly  a “sm a ll t in k lin g  he ll. ” B a ley achieves th is  
u s in g  a v a r ia tio n  o f the  Dies Irae  In  the  p iano, m a in ly , as a tw o-voice 
chora le  In  B m in o r, preceded hy  a percussive  cho rd  used  as an 
Invoca tio n  to the  a fo rem en tioned  rem em brance.
E xam p le  54: D ies Irae.
M ino r second
g
E xam p le  55: V irk o  Baley: S cu lp tured  B irds , no. 1. m m . 18-19.
quasi senza m isura
Clar.
P P  veioce e legato
Dies Irae. w ith initial 
interval as a major 2nd
in  s tr ic t tim e
pp
Piano
R.H.-
E
L.H. SP-
Paul M illie r Arvo Part (Oxford: O xford U n ive rs ity  Press. 1997) pg. 19.
V irk o  Baley. "Program  notes" in  Sculptured B irds  (Las Vegas: T roppe Note P ub lish ing . 
Inc., 1989). i.
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B aley w as so successfu l in  c o n ju r in g  the  son ic  w o rld  o f P a rt in  
“J u ra s s ic  B ird ” th a t a t leas t one m u s ic ia n  th o u g h t th a t Ba ley was 
a c tu a lly  q u o tin g  Part. C he ry l Selzter. o f the  New Y o rk  based g roup  
C o n tin u u m , once rem arked  to Baley th a t h is  piece bore an  a s to u n d in g  
resem b lance  to  P a rt’s F ilr  A lina . As seen below , th e  quoted  p o rtio n  o f
P a rt's  opus bears  a s tr ik in g  resem blance to B a ley ’s ow n w ork .
E xam p le  56: A rvo  Part: F ilr  A lina , m easures 1-6
P a ra lle l p a s s a g e  to  
Sculptured Birds
H ' " '  -
# o I# A M
É AC P
g
% d .
In  E xam ple  56 above, note the  s im ila r ity  o f p itch es  In  m easure  five to 
th a t  In  E xam ple  55 (see p rev ious page), m easures 19-20 In  b o th  h ands  o f 
the  p iano  p a rt. M u ch  o f the  p iano  p a r t In  “J u ra s s ic  B ird ” Is com posed o f 
these c h a n t- llk e  phrases. I t  Is no w on d e r th a t Ms. Se lzter heard  such  a 
con nec tion  be tw een these tw o  w orks.
In  1981. c la r in e tis t W illia m  Powell heard  "Ju rass ic  B ird  ” and 
convinced  B a ley  to  use It  as the  f ir s t  m ovem ent o f a larger, m ore 
s u b s ta n tia l piece. T h is  new  fo u r m ovem ent w o rk  becam e Sculptured  
B irds . The re m a in in g  th ree  m ovem ents o f the  su ite  (“Eagle ”. “B ird  In  
G lid e ” and “The C hinese N ig h tin g a le ”) are ded ica ted  to Powell.
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B aley 's  p re d e lic tio n  fo r accessing h is  U k ra in ia n  he ritage  w as s ta rt in g  
to  m a n ife s t its e lf in  the  la te  1970s. H in ts  o f th is  can be fo u n d  in  
S cu lp tu red  B irds. The p re v io u s ly  m en tioned  e h a n t-like  phrases fo u n d  in  
“J u ra s s ic  B ird ” give th a t m ovem ent some o f its  U k ra in ia n  flavor. “Eag le” , 
a cco rd in g  to Baley, is  a re fle c tion  “on the  S lavon ic  m elos, m e lod ram a  and 
the  scream s o f ou trage, th a t seem an e x p lic it fea tu re  o f the  S lavie 
aesthe tic  p ro file .” ""*’ Ba ley uses a U k ra in ia n  fo lksong, “Eagle F lew ,” as the 
bas is  fo r the  c la r in e t lin e  th a t opens “Eag le ,” b u t d is to rts  i t  th ro u g h  
octave d isp lacem e n t to  em phasize the m e lo d ra m a tic  ideas he w as 
a tte m p tin g  to h ig h lig h t. F itt in g ly , the  s c u lp tu re  assoeiated w ith  th is  
m ovem ent is the  o n ly  one created by  a U k ra in ia n  a r tis t, A lexander
A rch ip e n ko .
E xam ple  57: U k ra in ia n  F o lk  Song: Eagle F lew , m easures 1-8.
E xam p le  58: V irk o  Baley: S cu lp tured  B irds , no. 2, m easures 1-4.
"’R V irko  Baley. "Program  notes" in  Sculptured B irds  (Las Vegas: T roppe Note P ub lish ing , 
Inc.. 1989). i.
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a/iss.
The fo lk  q u a lity  o f th is  m e lody is s t i l l  qu ite  ev ident, however, despite  
th e  octave d isp lacem ents . Baley has even suggested to me, w h ile  we were 
reh ea rs ing  th is  m ovem ent, th a t the  m ovem ent be p layed in  a quas i- 
k lezm er s ty le  to he lp  b r in g  o u t the  connections  th is  m ovem ent has to  
fo lk -m u s ic .
M any sections in  “Eagle” are w r it te n  in  w h a t 1 have re fe rred  above as 
“ in d e p e n d e n t n o ta tio n .” The open ing  o f th is  m ovem en t p rov ides the  
p e rfo rm e rs  w ith  such  an exam ple o f th is  fo rm  o f w r it in g  (Exam ple 58). 
W h a t Baley is loo k in g  fo r here is th a t the  tw o p e rfo rm e rs  w il l  s ta r t 
s im u lta n e o u s ly , b u t each proceed a t th e ir  ow n tem po. T h is  re flects the  
p h ys ica l n a tu re  o f the  s c u lp tu re  th e  m ovem ent bo rro w s  its  t it le  from : a 
series o f separa te  pieces o f m arb le , stone and o th e r m a te ria ls  cast in  a 
geom etric  p a tte rn . The pe rfo rm ers  l in k  u p  a t e ith e r doub le  b a rlin e s  o r 
w here  Baley show s co o rd in a tio n  o f the  tw o  p a rts  b y  use o f an  a rrow , 
in d ic a tin g  w h ic h  o f the  pe rfo rm ers  is  to  cue the  o ther. A lso, the  c la r in e t 
is  no ta ted  in  a tra d it io n a l m eter, w h ile  the  p iano  is  w r it te n  w ith o u t 
m e tr ic a l des igna tion . T h is  ho lds  tru e  fro m  the  b e g in n in g  u n t i l  rehea rsa l 
le tte r  D, and  reappears again  a t le t te r  E and c o n tin u e s  a lm os t to  the  end. 
The p iano  ve ry  b r ie fly  uses a n o ta te d  m e te r (on ly  the  tw o ba rs  before
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L e tte r H). A t L e tte r I, b o th  in s tru m e n ts  are no ta ted  w ith o u t m eter, u s in g  
a c o m b in a tio n  o f tra d it io n a l rh y th m ic  n o ta tio n  and p ro p o rtio n a l n o ta tio n , 
and  th e y  m u s t re ly  on each o th e r’s cues to  d ic ta te  the  p ac ing  a t the  close 
o f th is  m ovem ent.
The tw o p a rts  can be easily  seen as a lm ost to ta lly  ind e p e nd e n t fro m  
one ano the r, w ith o u t coo rd in a tion . However, th a t is  n o t B a ley ’s in te n t. 
D u r in g  rehea rsa ls  w ith  Baley, I d iscovered th a t he has ve ry  specific  ideas 
as to  the  o rd e r o f events in  th is  m ovem ent. For th a t reason, in  th is  
m ove m en t we heav ily  anno ta ted  the  c la r in e t w ith  cues fro m  the  p iano  
score. B y lo o k in g  a t the  pu b lish e d  p a rt, a c la r in e tis t p la y in g  the  piece fo r 
th e  f irs t  tim e  sh o u ld  now  be able to  fo llow  a long w ith  the  p ia n is t and be 
able to  no tice  w h a t is  o f p a r t ic u la r  im po rta n ce  in  u n it in g  the  ensem ble.
Here, a lso, we see a techn ique  o f B a ley ’s w h ic h  we w il l  e ncou n te r in  
m a n y  o f h is  o th e r pieces, in c lu d in g  O rpheus S inging  and  th e  V io lin  
Concerto No. 1. A t Le tte r C, Baley gives b o th  p a rts  the  same p itc h  
m a te ria l, b u t  a lte rs  the  no ta ted  rh y th m  s lig h tly , tu rn in g  w h a t p o te n tia lly  
co u ld  be a u n is o n  passage in to  ve ry  d iffe re n t k in d  o f canon, separated 
n o t b y  a spec ific  rh y th m , b u t by o n ly  m illiseconds. The e ffect is  s tu n n in g  
in  the  w ay the  tw o voices im m e d ia te ly  s ta r t m ov ing  in  d iffe re n t 
d ire c tio n s , a lm o s t like  w a tch in g  a g roup  o f b ird s  released in to  the  a ir  
s im u lta n e o u s ly .
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E xam ple  59: V irk o  Baley: S cu lp tu red  B irds, no. 2, m . 11,
^ p in a r te la ln : angry!
»
3 2 1 3 2 3 1 4
E xam ple  60: V irk o  Baley: V io lin  Concerto No. 1, no. 1, m m . 14-17.
[Â ] A  Tempo Imitation of Vln. 1
XLXL
t /o n irn io jPPP s o lopoco
Clarinet in Bb
Solo Violin
Violin 1
PPP w/clarinet
Violin 11
PPP Imitation of Vln. 1 PP
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E xam p le  61: V irk o  Baley: O rpheus S inging,, no. 2, m m . 42-50.
42
Solo Oboe I
PP
Violin
PPP
Violin 2
PPP
46
Oboe I
PPPPP
Vln
'---- 5 ---- '
The th ird  m ovem ent, “B ird  in  G lide ” , re flects  the  in flu e n ce  o f the  
series o f w o rks  p roduced  b y  C o n s ta n tin  B ra n cu s i (1876-1957), a ll 
e n tit le d  B ird  in  Space. Each is m ade from  d iffe re n t m a te ria ls , b u t  the  
same shapes and curves are used th ro u g h o u t the  series. “B ird  in  G lid e ” 
is rea lized as a s tu d y  o f p ro po rtio n s , a ce rta in  k in d  o f a “go lden m e a n ” .
I t  is  a s low -m o tio n  a e tiva tion  o f B ra n c u s i’s B ird  in  Space. Here “b ird n e s s ” 
is  fe lt as lib e ra tin g  and e te rna l. The p iano  serves [a lm ost] com p le te ly  in  
an  accom pany ing  and su p p o rtin g  p a rt, b u t  also serves to  change the  
d ire c tio n  and ch a ra c te r o f the  c la r in e t p a r t by m eans o f th ir te e n  separate  
cho rds . Each cho rd  co n ta ins  w ith in  i t  the  p r in c ip a l m e lod ic  p itch es  o f 
each section  and prope ls the  c la r in e t in to  new  d irec tion s . The c la r in e t 
exp lores n o t o n ly  the  m e lod ic  expans ion  o f the  cho rd , b u t  takes i t  in to
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the  areas o f overtones by m eans o f h a rm o n ics , a g ro w th  from  ch o rd  in to  
overtones."
E xam p le  62: V irk o  Baley: S cu lp tu red  B irds , no, 3, the  th ir te e n  cho rds
i ;  : r y ----------------
^ c V r ------------
1
1
2
- r g j ------------- 5 -
3
--------- 1----------- ^
4 5 B
. y -------------&
W  .. ^ ---------- •
I’M
M
g
in
i
12 13
t[M
M
F or the fo u r th  m ovem ent, “The C hinese N ig h tin ga le ,” Baley uses M ax 
E rn s t ’s collage o f the  same nam e as h is  p o in t o f depa rtu re , as w e ll as the 
m e chan ica l b ird  fro m  Federico F e llin i’s Casanova. “The C hinese 
N ig h tin g a le ” is a ca rica tu re  w ith  e lem ents w h ich  pa rody  the  15 th  c e n tu ry  
rondeau . R h y th m s are trea ted  in  an is o rh y th m ic  m a n n e r w ith  c lea r 
re ferences to  the  p e n ta to n ic  scale. The p e n u ltim a te  section  is a th ree - 
p a r t c irc u la r  canon  (a rou nd ) th a t leads to  the  fin a l res ta tem e n t o f the  
m echan ica l them e — the piece ends w ith  a so ft shadow  o f a h ocke t.'’® The
V irk o  Baley. “Program notes” In S culp tured B irds  (Las Vegas: T roppe Note P ub lish ing , 
Inc., 1989). i.
Baley. Ibid.
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is o rh y th m  m en tioned  above is f irs t  s ta ted  in  com ple te  fo rm  in  m easures 
3 4 -3 5  b y  the  c la rin e t. T h a t figu re  is used in  a m ore  va ried  fo rm  r ig h t
fro m  the  b e g in n in g  and th ro u g h o u t the  w ho le  m ovem ent.
E xam p le  63: V irk o  Baley: S culptured B irds , no. 4, m m . 34 -35 , the 
is o rh y th m .
.34 ^
“The  C hinese N igh tinga le ’’ is a lso an exam ple o f a p a r t ic u la r  s ty lis tic  
t r a i t  o f B a ley ’s, h is  h a b it o f q u o tin g  passages fro m  p rev ious  w orks . Baley 
uses m a te r ia l in  th is  m ovem ent as p a rt o f the  solo lin e  in  h is  Piano  
Concerto  (see E xam ples 42 &  43 on pages 52 &  53).
The c lim a c tic  m om en t o f the  m ovem ent ( lite ra lly  so, i f  we cons ide r the
scene fro m  C asanova  th a t Baley re ferences here) occu rs  a t m easure  84
(rehearsa l le tte r  1- see E xam ple  46, page 55). B a ley p resen ts  the  canon
he m e n tio n s  in  h is  own notes fo r the  piece: Joseph  M a rk u lin  describes
the  scene B a ley po rtrays :
In  h is  f irs t  ‘love scene’ w ith  the  m ys te rio u s  n u n , m e ticu lo u s  
a tte n tio n  is pa id  to  the  m echan ics  o f the  sex act. The love rs ’ 
fo rep lay  cons is ts  o f a k in d  o f b a lle t executed w ith  r ig id  
geom etrica l p rec is ion . W hen Casanova fin a lly  assum es a 
p o s itio n  a top h is  p a r tn e r  to  co nsum m ate  the  act, he s tr ike s  
a pose as i f  he were a so ld ie r com ing  to  a tte n tio n . The 
cam era  fram es h im  sym m e trica lly  as he bobs re g u la r ly  u p  
and dow n, re m in isce n t o f a m ach ine  p ic k in g  u p  speed. H is  
legendary lovem ak ing  d isp lays  no pass ion  and  resem bles a 
s t i f f  m i l i ta iy  exercise o r gym nas tic  ro u tin e . The m echan ica l 
tone o f the  scene is re in fo rced  b y  C asanova ’s p rop, a m u s ica l 
m echan ica l b ird  w h ic h  he w in d s  up  before go ing  in to  ac tion .
It  flaps its  w ings  and  p u m ps  u p  and dow n c ra z ily  lik e  a 
m in ia tu re  orgasm ic to tem  po le .’ I t  resem bles a w inged
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p h a llu s , and  its  fra n tic , p u m p in g  m o tio n  is  u n m is ta k a b ly  
m e a n t to  re fle c t and com m en t on its  m a s te r’s lovem aking . 
F u rth e rm o re , the  b iza rre  m u s ica l accom pan im en t th a t i t  
p roduces is  odd ly  suggestive o f the  type o f m u s ic  we 
associa te  w ith  m echan ica l en te rta in m e n ts , w ith  m erry-go- 
ro u n d s  and the  like.'"^
B a ley 's  love o f sexua l m e ta p h o r is p resen t here lik e  no o th e r place in  
h is  m u s ic . A t the  b e g in n in g  o f th is  canon, the  “geom etrica l p re c is io n ” o f 
the  th re e  voices can  rep resen t the  th ree  cha rac te rs  (Casanova, h is  lover 
and the  m e ch an ica l b ird ) in  the  scene described above. The canon co n ­
tin u e s  as the  cam era  sw itches  betw een the  th ree  cha rac te rs  as th e ir  
lovem ak ing  proceeds. Then, a t m easure  94, the  c la r in e t repeats an 
a ltis s im o  A -n a tu ra l, w h ic h  cou ld  in d ica te  the  c lim a x  o f one o f the  ch a ra c ­
ters.
E xam ple  64: V irk o  Baley: S cu lp tu red  B irds , no. 4, m easures 94-97 .
repetition of high A----------------- ------- -------------- -------- ------------------------------------------------
94
»ip suh.
sfz
Peter B ondanella  and C ris tin a  D eg li-E spostl. ed itors. Perspectives on Federico F e llin i 
(New York: G. K. H a ll &  Co., 1993) pg. 141.
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ctim ;ix
—V - -
9 6 poco
r \
(molto!)
m.
poco
r \
Im m e d ia te ly  fo llo w ing  th is  section , the  o th e r h u m a n  p a rtic ip a n t 
b u ild s  tow ards  its  own c lim a c tic  p o in t, e ve n tu a lly  ach iev ing  its  goal in  
m easure  108 (see E xam ple  65) a t the  c la r in e t’s a ltis s im o  G -sharp  and  B,
su p p o rte d  by notes in  a s im ila r  te s s itu ra  in  the  p iano.
E xam p le  65: V irk o  Baley: S cu lp tu red  B irds , no. 4, m easures 98 -109 .
I J I J = I 0 4  ( J ^ = 2 0 8 ) ;  a s  f a s t  a s  p o s s i b l e
98
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102 J=120
poco
r \
105
É a
poco a poco cresc.
\>-» m \>-»
#
W -12
poco a poco cresc.
1 07
m
c lim actic  p o in t
m p siiJx
/T\
g
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i
loc □ .m
^  ,5 3 2
. /  -----
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From  here to  the  end o f th e  piece (Exam ple 65), B a ley suggests th e  
a fte rg low  o f the  p rev ious c lim axes, b o th  in  the  f i lm  and  m u s ic a lly . One 
m a y  see the  decrease in  a c tiv ity  o f a ll the  pe rfo rm ers  as a m e ta p h o r fo r 
e ith e r the tu rn in g  o ff o f the  m echan ica l b ird  (w h ich  its e lf  is  a m e ta p h o r 
in  the  film ] o r fo r  the  ine v ita b le  decline o f the  m ale  sexua l organ.
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E xam p le  66: V irko  Baley: S cu lp tured  B irds , no. 4, Le tte r K.
K Very slnvviv-Sen/.a misura
0 r- 0 $ 0 p, 0 0 
0 0 0 0 0 0
H!' F.h
'o* I,
I
pp  (lontano)
non N'ibrato (slower: very s till) siib ito  presto r \
PPP
PPP This final chord may or may not be played, at the 
w him  of the pianist. The decision to play it  or 
not should be made only at performance time.)
PPPP
secco
(optional *)
The la s t no ta ted  ch o rd  is  o p tio n a l (see above), poss ib ly  sym b o liz in g  a 
f in a l k iss  between the  lovers before th e y  p a rt w ays w h ic h  m ay o r m a y  n o t 
take  place.
In  2001. Baley w as asked to com pose a concerto  fo r  the  CORE 
E nsem ble (cello, p e rcuss io n  and  p iano). As Baley described to  th e  a u th o r 
“D o ing  a b ra n d  new  piece r ig h t now  is  im possib le , b u t do ing  a new  
ve rs ion  o f an  o lde r piece th a t w o u ld  f i t  the  ensem ble —  yes. I th in k  th a t 
J u ra s s ic  B ird  w ou ld  m ake  a good tr io  fo r  such  an  in s tru m e n ta tio n , d o n ’t 
you  th in k ?  For th is  to u r  the  “J u ra s s ic ” w il l  be e n o u g h . A s  o f th is
'V irk o  Baley. em ail. A p r il 19. 2001.
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w r it in g , J u ra s s ic  B ird  is the  o n ly  one o f these m ovem ents a rranged  fo r 
th e  tr io , a lth o u g h  Baley was co n te m p la tin g  th e  idea o f a lso a rran g in g  
e ith e r  “ Eagle” o r C hinese N ig h tin ga le ” as w e ll. The CORE E nsem ble 
p re m ie re d  th is  a rrangem ent la te r th a t su m m e r on a to u r  o f A u s tra lia  and 
N ew  Zea land.
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CHAPTER 4
ORPHEUS SINGING
O rpheus S ing ing  w as o r ig in a lly  w r it te n  as a w o rk  fo r  oboe and  s tr in g  
o rch es tra , fo r fe llow  UNLV fa c u lty  m em ber Dr. S tephen C aplan. C ap lan  
rem em bers  th a t he o r ig in a lly  approached Ba ley a b o u t w r it in g  a piece fo r 
oboe and p iano  in  1993. B a ley and C ap lan  had b o th  been rec ip ie n ts  o f a 
Nevada A rts  C o u n c il’s P e rfo rm in g  A r t is t  F e llow sh ip . As p a rt o f the  
fe llo w sh ip  aw ard, th e y  were b o th  re qu ired  to  give a free p u b lic  
p re se n ta tio n  th a t d em ons tra ted  how  the  aw ard  had  b ene fitted  th e m  and 
the  S o u th e rn  Nevada co m m u n ity . C ap lan  th o u g h t th a t  a piece w r it te n  b y  
B a ley and p e rfo rm ed  b y  the  tw o  o f them  w o u ld  be ju s t  the  k in d  o f event 
th a t cou ld  serve as th e ir  “p u b lic  com ponent. ” Baley la te r  a rranged  a 
com m iss ion  th ro u g h  h is  lon g -tim e  p a tro n  W. H ow ard  H o ffm an  fo r a fu l l  
leng th  oboe concerto .^ ' The f irs t  pe rfo rm ance  too k  p lace on F e b ru a ry  26, 
1994, a t the  S u m m e rlin  P e rfo rm in g  A rts  C en te r in  Las Vegas, Nevada.
Dr. C ap lan  and th e  Nevada S ym phony O rch es tra  w ere the  pe rfo rm ers  
w ith  the  com poser co n du c tin g .
Baley has since a rranged  tw o o th e r ve rs ions  w ith  the  oboe as th e  solo 
in s tru m e n t, one fo r  oboe and  s tr in g  q u a rte t, and a second fo r oboe and 
p iano. The c la r in e t m ay be used as the  solo in s tru m e n t in  any o f the  
th ree  vers ions as w e ll, w ith  o n ly  s lig h t m o d ifica tio n s . The ve rs ion  fo r  solo
Stephen Caplan. em ail.. J a n u a ry  28, 2005.
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c la r in e t w as f irs t  pe rfo rm ed  by  T im o th y  B o n en fa n t, c la r in e t, and the  
com poser on p ia no  d u r in g  a re c ita l a t the  U n iv e rs ity  o f Nevada, Las 
Vegas on M ay 6, 2001.
C ap lan  has p e rfo rm ed  the  w o rk  in  a ll th ree  ve rs ions  since the  
p rem ie re , re co rd in g  tw o  o f them . C ap lan  recorded the  piece w ith  a g roup  
o f s tr in g  p laye rs  fro m  the  New Y o rk  C ity  based g roup  C o n tin u u m  on an 
a lb u m  o f B a ley ’s com pos itions , a lso nam ed O rpheus S in g in g .B a le y  
re tu rn e d  the  favo r and recorded the  p iano  re d u c tio n  on C ap la n ’s solo 
a lb u m  A Tree In  Your Ear, re leased on the  M u s ic ia n s ’ Showcase labe l in  
1999.G"
The a u th o r ’s experience in  w o rk in g  w ith  B a ley on h is  com pos itions, 
b o th  fro m  a p e rfo rm e r’s and a co p y is t’s perspective , has been th a t Ba ley 
is  qu ite  w ill in g  to  take  suggestions from  p e rfo rm e rs  w h ile  w r it in g  and  
re v is in g  a piece. B a ley ’s w o rk  w ith  B ill Powell w h ile  w r it in g  Scu lp tured  
B ird s  w o u ld  be in d ica tive  o f th a t. Dr. C ap lan  ve rifies  th is  idea as w ell. 
“V irk o  w as very in te res ted  in  m y in p u t  on the  piece. Before he began 
w r it in g , he asked me i f  the re  w as a n y th in g  (specia l oboe techn iques, 
range, etc.) 1 w o u ld  like  the  concerto  to  in c lu d e . I to ld  h im  the  o n ly  th in g  
th a t 1 w an ted  w as th a t the  w o rk  conc lude  w ith  a happy, rh y th m ic  piece. 
In  fac t 1 th in k  1 m en tioned  reggae. He came u p  w ith  the  “ K o lo m y ika ” . 
W hen he gave me a f irs t  d ra ft, he encouraged me to  e d it lib e ra lly . He 
especia lly  w an ted  to  h e a r some “w ild e r  ” sound  p o ss ib ilit ie s  fo r the  f in a l 
m ovem ent. So 1 added the  doub le  t r i l ls  and  the  idea o f p la y in g  sections 
w ith  the reed com p le te ly  in  the  m o u th  (he was fa m ilia r  w ith  th is  sound  
fro m  J o h n  C o rig lia n o ’s Concerto). 1 also added the  h a rm o n ics  a t the  end
'^Wirko Baley. Orpheus Singing: Cham ber M usic o f  V irko Baley. Vol. II. C am bria  Records 
CD M S ]014. 1995.
Stephen Caplan. A Tree in Your Ear. M us ic ians ’ Showcase CD-1087. 1999.
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o f th e  second m ovem en t.” A ll o f the  techn iques C ap lan  m e n tio n s  were 
in co rp o ra te d  in  the  fin a l d ra ft o f O rpheus Singing.
C ap la n  also rem em bers th a t  Baley d id  n o t hes ita te  to  rem ove 
passages from  the  w o rk  as w e ll. “He o r ig in a lly  had the  oboe p la y in g  
c o n tin u o u s ly  th ro u g h o u t th e  la s t m ovem ent, som etim es in  u n is o n  w ith  
the  f i r s t  v io lin . 1 c u t o u t several m easures to  give m yse lf some chance to 
re cu pe ra te  from  the  f irs t  tw o  m ovem ents !” As the  f ir s t  tw o  m ovem ents 
are p layed w ith o u t a b re ak  betw een them , w ith  h a rd ly  a few beats re s t to 
even tu rn  a page, C ap lan ’s com m ents  here are u n d e rs tanda b le . These 
passages w here the  oboe has been excised im prove the  piece because the  
exc is ions a llow  fo r a w elcom e change o f te x tu re  and give the  so lo is t a 
m o m en t's  resp ite .
Q u ite  o ften, B a ley  m akes re ferences to  w orks  o f a rt, film s , o r pieces o f 
lite ra tu re  in  the  tit le s  o f h is  com pos itions . Orpheus S ing ing  is  no  
exception  to th is  tendency. However, in  th is  case, the  idea came n o t fro m  
Baley, b u t fro m  S tephen C ap lan . “V irk o  had no idea w h a t to  ca ll the  
piece, he d id n ’t  w a n t to  ju s t  nam e i t  Concerto fo r  Oboe, so he asked fo r 
m y  suggestions. 1 offered O rpheus S inging, a line  fro m  R ilke , one o f m y  
favo rite  w r ite rs .” A p p a re n tly  Ba ley like d  the  idea, as C ap la n ’s t it le  w as 
a lready  in  place fo r the  p r in t in g  o f the  f ir s t  set o f p a rts  fo r the  p rem ie re .
U n like  S cu lp tu red  B irds , O rpheus S inging  uses to n a lity  and a to n a lity  
together. T h is  co m b in a tio n  o f supposed ly  opposing tendencies creates 
c h ro m a tic ism  in  B a ley ’s h a rm o n ic  language, b u t in  a m u c h  d iffe re n t w ay 
th a n  in  S cu lp tu red  B irds . The  fo rm a l s tru c tu re  h a rk s  b a ck  to m ore  
fa m ilia r  predecessors th a t re m in d  a lis te n e r o f B a ley ’s love o f opera.
Stephen Caplan. em ail, J a n u a ry  28, 2005. 
Caplan. em ail, J a n u a ry  28, 2005.
“  Caplan. em ail, J a n u a ry  28, 2005.
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B a ley  describes the  fo rm  o f the  th ree  m ovem ents as ' R ecita tive  " - "A ria ” - 
“C a b a le tta ” . T h is  is  also one o f B a ley ’s m o s t o ve rtly  U k ra in ia n  so u nd in g  
pieces, especia lly  in  the  la s t m ovem ent. The use o f a U k ra in ia n  fo lk  
dance, a K o lom yika , b rin g s  a ce rta in  k in d  o f to n a lity  to  the  piece as w ell.
The open ing  "R ec ita tive ” is e n tire ly  u naccom pan ied  and  he lps to  p o in t 
o u t the  fa c t th a t B a ley ’s unaba sh ed  love o f opera creates in  h is  m u s ic  
m e lod ies th a t in sp ire  rave re m a rks  from  c r it ic s  like  Kyle  G ann o f The 
V illage  Voice. G ann, in  a rev iew  o f B a ley ’s V io lin  Concerto No. J, w ro te  
th a t  B a ley ’s m u s ic  had  "so m e th in g  o f the  same s p ir itu a lity  o f P a rt and 
G oreck i. b u t w ith  m ore su b tle  co m p le x ity  and less lite ra l re p e tit io n ... 
T h o u gh  E uropean  in  its  p o lish  and  com p lex ity , the  w o rk  p rov ided  the  
ve ry  fea tu re  th a t audiences lis te n  fo r desperate ly: son ic  images 
m em orab le  enough to  take  ho m e .”
The open ing  lin e  reveals a g ra d u a l c h ro m a tic  descent from  the  in it ia l 
D (ind ica ted  by  the  n u m b e r 1 in  Ex. 67). T h is  sub sequen t line  is  based 
on  a series o f th ird s  (or th e ir  in ve rs io n , s ix ths). These th ird s  becom e the  
b u ild in g  b locks  fo r the  piece. B a ley moves betw een each o f these tw o- 
no te  co up lings  b y  m ovem ent o f a ha lf-s te p , h in t in g  a t th e  ch ro m a tic ism  
w h ic h  is to become an im p o r ta n t p a r t o f the  w o rk  as w e ll. Indeed, the  
h ig h  p o in t o f th is  bar, the  leap u p w a rd s  b y  a s ix th  (to th e  D -fla t), is  
B a ley ’s f irs t  in d ic a tio n  th a t the  c h ro m a tic is m  is long  te rm . T h a t D b (2) is 
re ite ra ted  a t the  end o f the  n e x t b a r  and res ta ted  as C -sha rp  co m p le ting  
the  fo llo w ing  bar.
Those D b ’s-C # ’s are repeated as the  p r im a ry  ta rge ts  o f the m e lod ic  
lin e  in  b a r five (they are the  longest notes rh y th m ic a lly ), m ov ing  dow n  to
Kyle Gann. “The U ptow n C o n tin e n t,” The V illage Voice XL, no. 20 (May 16, 1995): 77,
87
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
c  n a tu ra l (3) a t the  end the  m easure. B a ley uses th e  in te rv a ls  in  
m easures  2-3 , in  re trograde , to  h r in g  us  to  the n e x t ch ro m a tic  tone, B 
(4), in  m easure  7. In  the  n e x t tw o bars, he p lays w ith  th e  B and  its  low er 
c h ro m a tic  ne ighbor, A # /B b  (5), n o t em phasiz ing  e ither, and  even 
th ro w in g  in  the  u p p e r n e ig hbo r C fo r good m easure. He fin a lly  se ttles  on 
the  B lead ing  in to  b a r 10. Then, very q u ick ly , Baley ta ke s  the  so lo is t 
th ro u g h  Bb, A, A b  and G (5, 6, 7, 8) w ith in  the space o f h a lf  a m easure. 
He fin a lly  a rrives  a t the  f ir s t  b ig  s tru c tu ra l m om ent in  th e  m ovem ent, 
fa llin g  dow n one m ore  h a lf-s te p  to  F# (9), w h ich  takes  u p  a ll o f m easure  
11. T h is  F# also acts as the  d o m in a n t o f the  section betw een m easures 
12 and 18, w h ich  is in  B m ino r.
E xam p le  67: V irk o  Baley: O rpheus S inging, no. 1, m easures 1-18.
J=ca. 66
3rr i s 3rds
É P i
3r(ls 
-L , I.
m . 2n d J ..
m. 2 n d  n i. 2 n d m. 2 n d
B 9
14
Baley uses th is  F# as a d o m in a n t peda l p o in t in  these bars. 
S tru c tu ra lly , the  m e lody  here (m arked B) w il l  appear la te r  in  the  piece, 
n o t on ly  in  th is  m ovem ent b u t  a lso in  the  second m ovem ent (m m . 43-50).
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The second h a lf  o f the  “R ec ita tive ” explores the  m o tiv le  re la tio n s h ip s  
p resen ted  in  the  f irs t  ha lf. The p la y  o f m in o r seconds is  h ig h lig h te d  in  
m easures 19-22 in  tw o voices; D aga ins t C# in  the  u p p e r voice, and  G#,
G and  F# aga ins t one a n o th e r in  the  low er (m arked w ith  as te risks  in  
E xam p le  68). There is  m ore o f th is  in  m easure  23 (A#, C and B). 
m easures 2 4 -25  (Bb, A, C and B), the  grace note figu res  th a t s tre tc h  
across m easures 25 -26  (C /D b /B , G b /F /E ,  B b /A /B /C /D b  and D # / E /  
F /F #  w ith  the nest G /G b ). In  m easure  27, the  E /E b /D b  m ovem ent leads 
to  the  c lim a c tic  p o in t o f th is  section , the  h ig h  D. The 32™'note fig u re  
s ta r t in g  a t b a r 28 com bines the  c o n tin u a tio n  o f th is  h ig h  D w ith  the  
figu re  used a t the  b e g in n in g  o f E xam ple  31. The fin a l D  in  the passage 
th e n  recaps the  open ing  o f the  piece (m o tif A) and m oves d ire c tly  to  
m otive  B to close the  m ovem ent.
E xam ple  68: V irk o  Baley: O rpheus S inging, no. 1, m easures 19-34 
Subito A  Tempo *
r- ^
qu a s i a jfre tta n d o
(J) U)
* *** *** * * * * * * * * 
Poco Meno Mosso
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The second m ovem ent “A r ia ” Baley shows th a t he w as th in k in g  o f 
l in k in g  th e  f irs t  tw o  m ovem ents  toge the r th e m a tica lly , em p has iz in g  the  
tra d it io n a l p a ir in g  o f re c ita tive  and a ria . M uch  o f the  th e m a tic  m a te r ia l in  
th e  second m ovem ent is derived  from  the  firs t. The f ir s t  m a te r ia l fro m  the  
in i t ia l  m ovem ent to  be h eard  in  the  second m ovem ent is the  open ing  
m o t if  (A) in  the  f irs t  v io lin  as a c o u n te rlin e  to the new  oboe (c la rine t) line .
E xam p le  69: V irk o  Baley: Orpheus S inging, no. 2, m easures 1-6. 
J=c. 63-66
(doubled w /cd lo)-
Oboe
ord.
Violins
ppp
Viola
5 5 5, 5 5 & 5 5 &
 "'/■PP~ ~  P
ca n ta h ile
PP 3
(doubled w /ceilo i
As the  so lo is t co n tin u e s  over th is  res ta tem en t o f A, Ba ley has the  
obo is t engage in  some o f the  ch ro m a tic  p itc h  p la y  th a t cha rac te rized  the 
f irs t  m ovem ent as w e ll (see the  B b /A /G #  in  m m . 3 -5  in  E xam p le  69).
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C ap lan  has s ta ted  th a t, in  h is  in te rp re ta tio n , the  p lay  betw een the  D 
n a tu ra l and  D b in  M o tif A  (see E xam p le  69) defines the  sound  o f the  
piece. The v a lid ity  o f h is  in te rp re ta t io n  is  suppo rte d  b y  the  open ing  o f the  
second m ovem ent, “A r ia .” N otice  in  E xam ple  69 how  the  new  oboe and 
ce llo  m elody, w h ic h  s ta rts  on  a C# (Db), is  p itte d  aga ins t the  D m in o r  
c h o rd  p layed b y  the  v io lis t, re s ta tin g  th is  h a lf-s tep  con flic t.
Later, in  the  solo lin e  (m easure 8-11), we see m o tif  B w ith  an  
ex te ns ion  th a t w il l  be used a t c lim a c tic  p o in ts  th ro u g h o u t the re s t o f th is  
m ovem ent.
E xam p le  70: V irk o  Baley: O rpheus S inging, no. 2, m easures 8 -11 .
B ext.
Oboe
Cello
p i i i p
There are m a n y  o th e r p laces w here  th is  m a te ria l comes back. The 
m o t if  re tu rn s  a t m easures 12-15 (v io lin  1 &  11) and  m easures 18-21 
(v io lin  I &  II). M o tif  B reappears a t m easures 4 2 -5 0  (see E xam p le  61, 
page 76). The 3 2 " ' note fig u re  th a t o r ig in a lly  appeared a t m easure  19 in  
the  f irs t m ovem ent reappears in  the  second m ovem ent, f irs t  b r ie f ly  in  the 
oboe in  b a r 29, and th e n  s ta ted  in  a d iffe re n t rh y th m  in  the  n e x t bar. 
T h a t re s ta tem en t is tu rn e d  in to  a canon  between the  oboe and the  cello 
th a t goes on u n t i l  m easure  32. The cello  con tinu e s  p la y in g  th is  figu re  
u n t i l  m easure 37. A t th is  p o in t, B a ley uses the  m o t if  fro m  the ex tens ion
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he f ir s t  used  in  b a r 11 (see E xam ple  71) as th e  c lim ae tie  p o in t o f the  
m ovem ent.
E xam p le  71: V irk o  Baley: Orpheus S inging, no. 2, m m . 38-40 .
ext.
38
Oboe
ext.
ext.
Violin 1
Violin 2
Viola
m y #Cello
F ro m  th is  exeerpt, Ba ley moves d ire c tly  to  the  re s ta te m e n t o f rn o tif  B in  
m easures 41 -50 . A  s h o rt eoda fo llow s in  w h ic h  the  oboe line , a lth o u g h  
u n in te n tio n a l, is  re m in isce n t o f George G e rsh w in ’s “The M an  1 Love."
Exam ple  72: V irk o  Baley: Orpheus S inging, no. 2, m m . 51-58 .
“The Man I Love"
1 # #
m
55
l f # ï = î
^—•
--------
P
—
3 3 3 //Tf P 3̂  3^ 3^
- j — > ; -O--- LiO O O O  O \ 1
;  f  f — 3 ^ —
PP
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The th ird  m ovem ent ean be seen as the m os t fo lk - lik e  m ovem ent o f 
the  w o rk . I t  is, acco rd ing  to  Baley, a collage o f fo lk  tunes . One can see 
the  fo lk  q u a lity  b y  observ ing  the  m ovem ent’s phrase  s tru c tu re . M os t o f 
th e  ph rases are in  e ith e r e igh t o r fo u r  b a r g roups, w h ic h  fo r B a ley is 
u n u s u a l. M os t o f h is  ph rases  te nd  to be in  ir re g u la r  g roup ings . However, 
the  a tte m p t here b y  B a ley to  create a q u a s i-fo lk  dance forces h im  to 
th in k  in  s lig h tly  m ore p red ic ta b le  s tru c tu re s . O u t o f a to ta l o f 153 
m easures. 116 o f them  are p a rt o f e ith e r a fo u r-b a r  o r an  e ig h t-b a r 
phrase , w h ic h  is  76%  o f the  to ta l m ovem ent. O f those m easures n o t 
in c lu d e d  in  a fo u r-b a r  o r an  e ig h t-b a r phrase, m ore  th a n  h a lf  o f th e m  
o ccu r in  e ith e r the  in tro d u c tio n  (m m . 1-9) o r in  the  coda (mm. 135-153). 
W ith o u t co n s id e rin g  these sections, the re  are o n ly  n in e  m easures n o t in  
some so rt o f re g u la r ph rase  g roup in g . For Baley, th is  is as to u n d in g .
As s ta ted  earlie r, S tephen  C ap lan  p rov ided  suggestions fo r ce rta in  
sections th a t invo lved  in s e rt in g  the  e n tire  doub le -reed  in to  the  p la ye r’s 
m o u th . T h is  gives the  e ffect o f a fo lk  doub le  reed in s tru m e n t, w h ic h  is 
w h a t Ba ley was lo o k in g  fo r w he n  he asked C ap lan  fo r p e rfo rm ance  
suggestions. Two sections C ap lan  used th is  techn ique  in  were m easures 
9 -13  and m easures 107-110.
Exam ple  73: V irk o  Baley: O rpheus Singing, no. 3, m m . 9 -13 .
O p t in n a l :  P la c e  c m b n n c lm r c  n n  t h e  s t r i n g s  o f  t h e  re e d  I n  o r d e r  
to  i m i t a t e  t h e  s o u n d  o f  d o u l t l e  re e d  i n s t r u m e n t s .
Oboe
Violins
Via/Cello
" i f
f # 4 f
3
r .  A
■ j nF--P- F 9 ^—  - 
3
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e
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E xa m p le  74: V irk o  Baley: O rpheus S inging, no. 3, m m . 107-110.
O p t io n a l:  P lace  e m b o u c h u r e  o n  th e  s t r in g s  o f  th e  re e d  in  o rd e r  
(o im ita te  th e  s o u n d  o f  d o u b le  re e d  in s t r u m e n ts .
norm a l107 7.Lf-cir...c.J ifOboe
V ln  1
, w ide v ib ra to ; quasi t r i l l  
IV
* a sho rt
V ia
Vcl
Wfi
F o r those readers u n fa m ilia r  w ith  the  sound  th is  effect p roduces, 
C ap la n ’s tw o record ings m e n tione d  a t the  b e g inn ing  o f th is  ch a p te r w il l  
p rov ide  a good exam ple. A n  a p p ro p ria te  s u b s titu te  fo r c la r in e t p layers 
w o u ld  be to  p lay  these passages in  a k lezm er style , w ith  a fast, w ide  
v ib ra to , and  a d is to r tio n  o f tone to  m a tch  the  s ty le  o f k lezm er p layers.
W ith  Orpheus S inging, we ean see c lea rly  the  k in d  o f in flu e n ce  th a t 
B a ley ’s U k ra in ia n  he ritage  has had  on h is  co m p os itio n a l developm ent. 
We can also see o th e r c h a ra c te ris tic s  o f h is  w o rk , such  as m ix tu re  o f 
to n a l e lem ents w ith  c h ro m a tic is m  b o rd e rin g  on a to n a lity , and h is  
tendency to open a w o rk  w ith  a m ovem ent fo r an  unaccom pan ied  
in s tru m e n t. In  the  ne x t w o rk , we w il l  beg in  to  see a s im p lif ic a tio n  o f 
some of B a ley ’s rh y th m ic  language, in  m u ch  the  same w a y  w ay th a t h is  
h a rm o n ic  language a t tim e s  dem onstra tes  a s im p le r side.
94
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
CHAPTER 5
PERSONA II
Persona I I  is  a w o rk  fo r solo c la rin e t, and w as com m iss ioned  by 
B a le y ’s fr ie n d , the  au tho r. T h is  c la r in e t Persona  is  the  second in  a series 
o f pieces fo r unaccom pan ie d  in s tru m e n ts , the  f ir s t  be ing  Persona I  fo r 
so lo  oboe, w r it te n  fo r H e n ry  S ch u m a n n  in  1997, a fa ir ly  la te  date  fo r 
B a ley  to have w r it te n  h is  f ir s t  unaccom pan ied  w in d  piece. B a ley had 
s ta te d  p re v io u s ly  th a t he th o u g h t m o s t unaccom pan ied  w o rks  (at least 
fo r  s ing le  lin e  in s tru m e n ts ) were b o rin g  and lacked  m u s ica l substance , 
p r im a r ily  due  to  the  la ck  o f c o u n te rp o in t, w h ic h  Ba ley cons ide rs  to  be 
th e  ce n tra l p o in t o f w es te rn  m us ic ; the  a b ility  to  h o ld  m ore th a n  one 
th o u g h t in  y o u r  m in d  a t a tim e.
I t  is. the re fo re , in te re s tin g  to note  th a t Baley used b o th  o f the  
Personae as the  basis fo r m a jo r solos in  h is  S ym phony No. 1: Sacred  
M onum ents. Is Ba ley im p ly in g  th a t these unaccom pan ied  w o rks  are 
incom p le te  in  h is  m ind?  M aybe n o t, b u t u n d o u b te d ly  a lo o k  a t h o w  these 
w o rk s  are used  in  “Sacred M o n u m e n ts  ” m ig h t give a p e rfo rm e r some 
c lues to poss ib le  in te rp re ta tio n s  fo r  each Personae.
Persona I  w as used in  the  sym p h o n y ’s f irs t  m ovem ent. Persona I I  
w o u ld  also serve a fu n c tio n  in  th a t same sym phony. Even before P ersona  
I I  was fin ishe d , Baley had  a lready  quoted  m u ch  o f the  m a te ria l in  the  
open ing  to th e  fo u r th  m ovem en t o f Sacred M onum ents. T h is  m ovem en t
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an d  the  so lo  piece are b o th  w r it te n  in  m e m oria m  to  the  U k ra in ia n  
com poser B o ris  L ya toshynsky , teacher o f m a n y  o f B a ley ’s U k ra in ia n  
con tem po ra ries .
B a ley ’s use o f th is  piece in  a sym p h on ic  m ovem ent dedicated to  B oris  
L y a to s h y n s k y  is n o t w h im s ica l. T h is  p iece ’s germ  m otive  is based on a 
series o f th ree  cho rds fro m  one o f L y a to s h y n s k y ’s ow n sym phon ies, 
S ym phony No. 3.
E xam ple  75: B o ris  Lya tosh ynsky : S ym phony No. 3, no. 1, m m . 24-25 .
2 4  Trpts. Hns.
Obs./Cls.
Baley uses th is  sequence o f cho rds: a m in o r  tr ia d  m ov ing  dow n a 
m in o r  seventh  to  a m a jo r tr ia d , th e n  m ov ing  u p  a m in o r th ird  to  a second 
m in o r  tr ia d , as a s ta r tin g  p o in t. The d iffe rences betw een th is  sequence 
and  the one Baley em ploys in  h is  sym p h on y  are tw o-fo ld . F irs t, a ll th ree  
cho rds  are m in o r tr ia d s  ra th e r  th a n  tw o o f the  th ree . Second, the  
h a rm o n ic  m ovem ent is  a l it t le  w ider, d ro p p in g  dow n  a m a jo r seventh  and  
u p  a perfect fo u r th  ra th e r  th a n  dow n a m in o r seventh  and  u p  a m in o r 
th ird .
96
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
E xa m p le  76: V irk o  Baley: C ham ber Sym phony No. 1, m easures 1-4. 
Lento m oderate
bowed (m otor on) J=64
Perc. I 
V ibes
Perc. II 
V ibes
1ri
VC3
PP-
rubato  e misterio. 
bowed (m otor o
PP
O
n)
PP
/3/)-
i i
rubato e m isterioso
B aley uses th is  new  cho rd  sequence to  in it ia te  the  “P o s tlu d iu m ” 
m ovem en t to  h is  sym phony, a lth o u g h  the  co lo r B a ley em ploys is  
s tr ik in g ly  d if fe re n t th a n  th a t used b y  L ya toshynsky . W here 
L y a to s h y n s k y  scored the  cho rds  p r im a r ily  fo r b rass  in s tru m e n ts  p la y in g  
a t fu l l  vo lum e, B a ley uses tw o bowed v ib raphones, evok ing  the  so u nd  o f 
b e lls  so m u e h  a p a rt o f B a ley ’s sym phony  and m u e h  o f h is  o th e r w ork .
The m o tif  on w h ie h  the  piece is  based is  a fa llin g  m a jo r seventh  
fo llow ed by a r is in g  p e rfe c t fo u rth . T h is  m o tif  appears in  m a n y  guises, 
q u ite  o ften  w ith  the  m a jo r 7"’ inve rted  as a m in o r  2"4
E xam ple  77: V irk o  Baley: C ham ber Sym phony No. 1, m easures 4-6 . 
4 Solo -X (rubato e sotto voce)
Clar.
Perc. I 
Vibes
Perc. II 
Vibes
97
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
T h is  m o tif  (see the  c la r in e t p a r t in  E xam p le  77 above) comes d ire c tly  
fro m  the  opening cho rds: F# m ino r, G m in o r and C m in o r. Baley begins 
h is  m e lody  here b y  ta k in g  the  ro o t o f each chord  in  succession, and 
c o m b in in g  the  o th e r notes fro m  those tr ia d s  to  fo rm  a scale th a t w il l  fo rm  
the  ba s is  fo r th is  m ovem ent, and  Persona I I  as w ell.
E xam p le  78: Scale used fo r Persona II.
- M -------------1
— • J - — t I
^ --------------------------------------------------1---------------------
B aley 's  own notes on th e  piece s ta te  th a t n o t on ly  is  L ya to sh yn sky  the  
fig u re  to w hom  the  w o rk  is  dedicated, b u t  th a t the  pieee is  in  essenee a 
son ic  “d e a th -m a sk ” o f th is  p ivo ta l U k ra in ia n  com poser:
“Persona I I  is  o f B o ris  L ya to sh yn sky , d u rin g  a m om en t o f 
re flec tion  .. .d u r in g  a m o m e n t o f re fle c tion  betw een sleep and  
death. The re fe re n t fo r th e  t it le  and  eoncept is du a l:
B e rgm an ’s h a rro w in g  film . Persona, and Ezra P o u nd ’s 
m aiw elous and  e lusive  co lle c tion  e n title d  Personae. Persona  
II  o rig ina ted  in  the  4 th  m ovem ent o f m y  Sym phony No. 1 :
“Sacred M o n u m e n ts  ”. I a c tu a lly  began to  com pose Persona I I  
firs t, b u t i t  w as q u ic k ly  absorbed b y  the  dem ands o f the 
sym phony. I t  la te r becam e a m in ia tu re  essence o f th a t m u ch  
la rge r and m ore  a m b itio u s  w o rk . L ya to sh yn sky  w as a 
com poser o f e x tra o rd in a r ily  dynam ic , v ir ile  and  h ig h ly  
in tense  m u s ic . B u t he w as also capable o f un com m o n  
tenderness and  sweetness. I t  w as th is  tenderness th a t 
in te rested  me, and sp e c ifica lly  a t the  m om en t o f 
v u ln e ra b ility , th a t defenseless descent in to  sleep and 
eventua l m erg ing  w ith  silence.
F o llow ing  the  M ay 6, 2001 p rem ie re , Mr. B o n en fan t also gave the  
E uropean  prem ie re  o f the  w o rk  a t the  F ringe  Festiva l in  E d in b u rg h ,
V irko  Baley. ‘‘Program  notes" in  Persona I I  (Las Vegas: Troppe Note P ub lish ing , Inc. 
2001), i.
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S co tla n d  on A u g u s t 18, 2001.
B a ley  sta tes th a t “Persona I I  is  a m ed ita tive  piece. Its  fo rm  is 
expressed by  a co n tin u a l s h if t  between sta tes o f p a r tia l w ake fu ln ess  and 
d re a m in g . B u t th is  d iffe rence is ex trem e ly  su b tle , and one th a t the  
p e rfo rm e r m u s t eve n tu a lly  f in d  in  h is  o r h e r own sound  and “pe rsona ” . 
T h u s , a ll the  expression m a rk in g s  and tem po in d ie a tio n s  are gu ides 
to w a rd  f in d in g  a very persona l rea liza tion  o f the  pieee. However, i t  is  
suggested th a t, a t firs t, the  in s tru c tio n s  be fo llow ed to  th e  le tte r, th e n  
g ra d u a lly  tra n s fo rm e d  in to  the  language o f a ve ry pe rsona l so liloquy . The 
w o rk  is p u re  m elody, fro m  b eg in n in g  to  end. Even the  em b e llish m e n ts  
are an  in te g ra l p a r t o f the  u n fo ld in g  lin e .”®'̂
One o f the  d iffe renees betw een the c la r in e t p a r t in  th e  “P o s tlu d iu m ” 
m ovem e n t o f the  sym p hony  and the  Persona I I  is  th a t th e  solo ve rs io n  is 
in  a d iffe re n t key th a n  the  c la r in e t p a rt to  the  sym p h on y  m ovem ent. It  
appears as th o u g h  the  solo ve rs ion  uses the  eoneert p itch es  fro m  the  
sym ph ony , i.e ., the  open ing  p itch es  fro m  the  sym p h on y  are F -sh a rp  
concert, dow n to  G concert, up  to  C eoneert. T h a t m eans th a t the  Bb 
c la r in e t p la ye r in  the  sym ph ony  sees these open ing  p itch e s  as G -sh a rp , A  
and  D. In  Persona II, the  p laye r sees th is  m o t if  as F -sha rp , dow n to  G, u p  
to  C, w h ich  m eans i t  is  re a lly  so u n d in g  E, F and B -fla t. S h o u ld  the  
Persona  be w r it te n  a step h ig h e r to  m a teh  the  p itches  in  the  sym phony?
A cco rd in g  to  Baley, “ I t  w as o r ig in a lly  w r it te n  to  so und  a step low e r —  
so I le ft i t  th a t w ay fo r the  solo c la r in e t ve rs ion . 1 transposed  i t  w he n  
inco rp o ra te d  in to  the  sym p h on y  because o f h a rm o n ie  a n d  o th e r 
in s tru m e n t n e e d s . S o  a p e rfo rm e r w ho  know s the  so lo ve rs ion  w il l
V irko  Baley. “Program  notes” in  Persona II (Las Vegas: Troppe Note P ub lish ing , Inc., 
2001). i.
V irko  Baley. em ail, February 7, 2005,
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need to  re le a rn  the  pieee s lig h tly  in  o rd e r to p lay  the  p a r t fo r the  
sym p h on y .
The  fo rm a l s tru c tu re  is  a k in d  o f evo lv ing  v a r ia tio n  fo rm . A ceo rd ing  to  
Ba ley, “ E ssen tia lly , i t  is  lik e  p la c in g  a fla s h lig h t in  a to ta lly  d a rk  room  on 
an  ob jec t, in  th is  case, a “ face” , and s low ly  m ov ing  over i t  and th u s  
sh o w in g  its  fea tures. The m a in  m otive  is  the  open ing, and  from  i t  comes 
a g ra d u a l tra n s fo rm a tio n  o f the  m a te ria l in to  a new  t h e m e . T h is  
m o tiv ic  tra n s fo rm a tio n  takes m a n y  guises, as is show n in  the fo llo w in g  
exam ples.
E xam p le  79: V irk o  Baley. Persona II, m m . 1-2, o r ig in a l m otive. 
Lento moderato
Maj 7th p 4 ih  
(Min 2nd)
i f
-  3
m p  P P  p
(rubato e sotto voce)
E xam ple  80: V irk o  Baley. Persona II, m m . 8 -10, m o tiv ie  tra n s fo rm a tio n . 
A  Tempo  ̂4th
Min 2nd, Min 2nd Min 2nd
P 4th Min 2nd
P 4th
P 4th
V irko  Baley. email, February 7, 2005,
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E xam p le  81 : V irk o  Baley. Persona II, m m . 25 -26 , m o tiv ic  tra n s fo rm a tio n
Min 2nd P 4th p 4 th ]\ ĵ^ 2nd b e ll- llke
25
V r r r r r r
cantando
9
f  I T  y - #
/  m o lto  can tando e sostenuto
^ 3  —  
m f suh.
E xam p le  82: V irk o  Baley. Persona II, m m . 28-29 , m o tiv ic  tra n s fo rm a tio n .
dim. 4th p 4 th
28
Min 2nd Min 2nd
i  R f ------ •  - ^ — k ^ — 4 - 4 ^ p— r  f .... p # V
r  ^
--------- 1— 1—
—  ? -----1 I—
E xam p le  83: V irk o  Baley. Persona II, m m . 49 -50 , m o tiv ie  tra n s fo rm a tio n .
Largamente J=52
dead, airy sound fnon vibrato ! 
4 9  P 4th P 4th
4 ^ 1
L-------k#---------4 4 P#̂ ---- J ...^
Min 2nd
Min 2nd
Min 2nd
E xam ple  84: V irk o  Baley. Persona II, m m . 63-65 , m o tiv ie  tra n s fo rm a tio n .
Min 2nd
dead sound—  — ord.
Min 2nd
Min 2nd P 4th P 4th P 4th
poco cantando e sostenuto
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E xa m p le  85: V irk o  Baley. Persona II, m m . 75-78, m o tiv ic  tra n s fo rm a tio n . 
Stanco
7 5 M in  2nd
M in  2nd M in 2nd
vibr.
$
piup
P 4 th P 4 th
PP
P 4 th P P  sub.
A t the  tim e  i t  was w r it te n . Persona I I  w as one o f B a ley ’s leas t d if f ic u lt  
scores. In  its  th ree  pages, the re  are ve ry few dem ands th a t p e rfo rm e rs  
te n d  to fin d  cha lleng ing  o th e r th a n  b rea th  con tro l. The phrases are qu ite  
long. The tem pos s ta r t s low  and  get s low er th ro u g h o u t th e  piece. T h is  is 
qu ite  a p p ro p ria te  fo r a piece de p ic tin g  a m a n  ta k in g  h is  la s t b re a ths .
As the  p e rfo rm e r gets fu r th e r  and fu r th e r  in to  the  pieee, h is /h e r  
en du rance  is cha llenged, especia lly  w here  b rea th  e o n tro l is  eoncerned. 
B a ley ’s in d ic a tio n s  near th e  m idd le  and end o f the  piece, “dead, a iiy  
so u n d ” and “s tanco  ” (tired) show  th a t he w as th in k in g  o f L y a to s h y n s k y ’s 
fin a l m om ents . A lth o u g h  u n in te n d e d , the  effeet o f the  piece on the  
p e rfo rm e r is such  th a t th e  e la r in e tis t m ig h t feel like  h e /s h e  w as the  one 
ta k in g  a la s t b re a th , and  n o t Lya toshynsky .
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CHAPTER 6
SONGS W ITH O U T W ORDS
Songs W ithou t Words has its  genesis as p a rts  o f B a ley ’s song cycle, the  
E m ily  D ick inson  Songbook. Ba ley s ta rte d  w r it in g  these songs in i t ia l ly  as 
separate  w o rks  b u t, as w ith  “J u ra s s ic  B ird  ” b lo ssom ing  in to  S cu lp tu red  
B irds , Ba ley rea lized th a t the  w o rks  w ere re a lly  p a r t o f a la rge r w o rk , 
w h ic h  eve n tu a lly  became a cycle in  tw o  books.
Ba ley o r ig in a lly  a rranged  the  Songs W ithou t W ords fo r cello and  p iano. 
Three o f the  pieces from  the  E m ily  D ick inson  Songbook, “Love can  do a ll 
b u t  ra ise  the  Dead, ” “Oh, honey o f an h o u r  ” and “There is a so litu d e  o f 
space ” were taken  and tra n sc rib e d , a lth o u g h  the  tra n s c r ip t io n  o ften  
invo lves som e th ing  m ore th a n  a s im p le  s u b s t itu t in g  o f the  cello fo r  the  
voca l line. Ba ley a t th is  tim e  also con s true ted  ve rs ions fo r the  Songs 
W ithou t W ords fo r v io lin  and  p iano  and fo r v io la  and  p iano.
In  the fa ll o f 2003, Ba ley suggested to  the  a u th o r  th a t he p e rfo rm  a 
ve rs ion  o f the  Songs W ithou t W ords fo r c la r in e t and  p ia n o  on h is  
up com in g  rec ita l. The a u th o r  th e n  looked p r im a r ily  a t the  ve rs ion  fo r 
v io lin . In observa tions o f the  pieces, the  a u th o r no ticed  th a t  the  v io lin  
lin e  em phasized the m idd le  to u p p e r reg is te rs  o f the  in s tru m e n t, w h ic h  
w o u ld  have m ade a s im p le  tra n s p o s itio n  o f the  v io lin  lin e  p ro b le m a tie  fo r 
the  B -fla t c la rin e t. It  w as h is  suggestion  th a t the  pieee be w r it te n  fo r  the  
E -fla t c la rin e t, w h ich  w o u ld  b r in g  dow n the  te s s itu ra  b y  a pe rfec t fo u rth , 
m a k in g  i t  m u ch  m ore p layable.
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D u r in g  th is  same tim e  (Fall o f 2003), Baley had  also w r it te n  a piece 
fo r ce llo  and  p iano  e n title d  Abschied, a w o rk  a p p ro x im a te ly  9 m in u te s  in  
len g th . The  a u th o r fo llow ed B a ley ’s suggestion  to  use th is  w o rk  as a f in a l 
m ovem en t fo r  Songs W ithou t Words.
The  f ir s t  pe rfo rm ance  o f the  E -fla t c la r in e t ve rs ion  w as given on 
N ovem ber 4, 2003. A d d it io n a lly , th is  pe rfo rm ance  w as the  f irs t  o f the  
“A b sch ie d .” The cycle, as i t  now  s tands, is  a p p ro x im a te ly  eighteen 
m in u te s  long. One o f the  d if f ic u lt ie s  w ith  the  piece is its  fo rm a l s tru c tu re , 
w ith  the  f in a l m ovem ent ta k in g  as long  to  p e rfo rm  as the  f irs t  th ree.
B a ley ’s ow n p rog ra m  notes on the  o rig in a l songs fo llow . “These s ix  
songs are p a rt o f a lo n g -te rm  p ro jec t t it le d  The E m ily  D ick inson  
Songbook. The p o e tiy  o f E m ily  D ie k in so n  has beeome ine rea s ing ly  
im p o r ta n t to  me over the  years. 1 am  p a r t ic u la r ly  s tru c k  b y  th e ir  to n a l 
in tr ic a c ie s  and com p lex ju x ta p o s it io n  o f opposed o r perhaps even 
irre co n c ila b le  feelings. A fte r eom posing a series o f long  and  s tru c tu ra lly  
com plex w o rks  {D ream tim e, T reny  Î-W , S ym phony No. 1 : “Sacred 
M o n u m e n ts ” , A Jo u rn e y  A fte r  Loves) I w an ted  to w rite  s h o rte r w o rk s  th a t 
w o u ld  a llo w  a m ore  d ire c t co nnection  to an  em o tiona l center. E ach  song 
is com posed a ro u n d  a ce n tra l m u s ica l m etaphor, u s u a lly  s ta ted  in  the  
p iano. The vocal lin e  is  b o th  p a rt o f i t  and  separate. Because o f th e ir  
essen tia lly  s tro p h ic  n a tu re , I o r ig in a lly  w an ted  to  ca ll the  series u rb a n  
fo lk  songs.’ C om m iss ioned  b y  Dr. W. H ow ard  H offm an , th is  series is 
open-ended; m y  o n ly  s tru c tu ra l p re co n d itio n  is to  organize th e m  in  a 
series o f books, each c o n ta in in g  s ix  songs. B ook One w as w r it te n  fo r the  
soprano O lga P as ichn yk  and is dedicated to  H a lyna  H ryn .
V irko  Baley, “Program notes" in  E m ily  D ickinson Songbook (Las Vegas: T roppe Note 
P ub lish ing , Inc., 2003), i.
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In  the  f irs t  song, "Love can do a ll b u t ra ise  the  D ead,” the 
tra n s c r ip t io n  is a lm o s t exac tly  as w r it te n  in  the  o r ig in a l voca l p a rt. There 
are tw o  sm a ll d iffe rences. F irs t o f a ll, in  m easures 8 -14 , the  c la r in e t (like 
the  v io lin  in  its  ve rs ion  o f the  piece) is u p  an  octave fro m  the  voca l line . 
One a d d itio n a l lin e , in  m easures 17-19, w as added d u r in g  rehearsa ls. 
T h is  lin e  is n o t in  the  vocal lin e  n o r in  any o f the  o th e r solo in s tru m e n ts . 
I t  com es fro m  the  u p pe r p a r t o f the  p iano.
E xam p le  86: V irk o  Baley. E m ily  D ick inson  Songbook, no. 1, m m . 17-19.
Soprano
Piano
r a i l
m
m.
diminuendo
E xam ple  87: V irk o  Baley. Songs W ithou t Words, no. 1, m m . 17-19.
ra il.
Eb Clar.
PP
m -1*1
Piano
mm
dim inuendo
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S ince Baley suggests th a t “ the  voice needs to  so u nd  h u she d  (a tru e  
so tto  voce), never o p e ra tic ,” the  c la r in e t p a rt needs to  have som e th in g  
o f th e  same characte r. The a u th o r ’s o rig in a l in te n t w ith  choos ing  the  E- 
f la t  c la r in e t w as to show  th a t the  sm a lle r in s tru m e n t, desp ite  its  
te n d e ncy  to be p layed in  a b r ig h t, s h r il l  m anner, can  be p layed in  a sotto  
voce m anner. D esp ite  the  em phasis th a t needs to  be p laced on  the  vocal 
q u a lity  o f the  c la r in e t p lay ing , “rh y th m ic  p rec is ion  is  s t i l l  im p o rta n t.
T h e n  the  co n flic t between phrases in  the  p iano and vo ice w il l  n a tu ra lly  
flo w e r.”
The  second piece, “O h honey o f an h o u r,” has a rh y th m  in  the  le ft 
h a n d  o f the p ia n o  th a t suggests a sam ba despite a tim e  s ig n a tu re  o f 1 4 / 
16. B a ley in s is ts  th a t th is  rh y th m  “m u s t be re len tless: no  ruba to  o f any 
k in d .” The tra n s c r ip t io n  sw itches m o s t o f the o r ig in a l voca l lin e  to  the  
p iano , leaving  o n ly  the  voca l line  in  m easures 12-14 in  the  c la r in e t p a rt. 
One im p o r ta n t change is  the  in s e rtio n  o f one m easure  fo llo w in g  m easure  
15. B a ley th o u g h t th a t th e  tim b re  o f the  Eb c la r in e t necces ita ted  th is  
a d d itio n  to a llo w  the  b r ig h tn e ss  o f the  p icco lo  c la r in e t’s a ltis s im o  reg is te r 
a chance to d iss ipa te . In  the  o rig in a l, the  p iano ’s u p p e r re g is te r does n o t 
r in g  in  the sam e w ay as does the  Eb c la rin e t, so the  e x tra  b a r is  n o t 
needed there.
V irk o  Baley, “ Program  notes” In E m ily D ickinson Songbook (Las Vegas: T roppe Note 
P ub lish ing . Inc., 2003), i,
V irko  Baley, “P rogram  notes" in  Em ily D ickinson Songbook (Las Vegas: T roppe Note 
P ub lish ing , Inc,, 2003), i,
V irk o  Baley, “ Program  notes” in  E m ily D ickinson Songbook (Las Vegas: T roppe Note 
P ub lish ing , Inc,, 2003), i,
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E xam p le  88: V irk o  Baley. E m ily  D ick inson  Songbook, no. 2, m m . 15-18.
Plano PPP
16
PPPP
\ f  f ]  I f  V . . r F - A  f f  f''.
E xam p le  89: V irk o  Baley. Songs W ithou t Words, no. 2, m m . 15-18.
Inserted measure
Cl
mp
= —  p p p
Piano
Inserted measure
(16)
iS '!  I 7- 7- 7- S  j-7-  7- V  ^
m p
PPP
PPPP
- r^ -K f . K f f f  G
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“T here  is  a so litu d e  o f space” is tra n sc rib e d  in  v e iy  m u c h  th e  same 
m a n n e r as the  f ir s t  m ovem ent. The Eb c la r in e t takes  th e  vocal lin e  w ith  
ve ry  l it t le  a lte ra tio n . M easures 14-20 are transposed  an  octave above the  
o r ig in a l voca l p a rt. Once again, the c la r in e t steals a lin e  from  th e  p iano  
a t th e  ve ry  end o f the  tu n e  (measure 23-24). Ba ley describes th is  song as 
“ p u re , c h ild lik e , [w ith ] no n  v ib ra to  s ing ing  —  the  tem po  as s low  as the  
vo ice  can  m anage .” One w ay in  w h ich  B a ley w rite s  in  th is  same 
m a n n e r is by  w r it in g  the v o c a l/c la r in e t lin e  a lm o s t exc lu s ive ly  in  h a lf  
no tes  and q u a rte r notes w ith  o n ly  tw o tr ip le t  rh y th m s —  some o f the  
s im p le s t rh y th m s  th a t he has ever com posed th ro u g h o u t an  e n tire  
m ovem ent. The rh y th m ic  c o n flic t is s t i l l  p resen t, however, in  B a ley ’s 
cho ice o f tim e  s ign a tu re  (7+ 7 /8 ).
In  the  E m ily  D ick inson  Songbook, B a ley p u rp o s e fu lly  uses repe titive  
o s tin a to  p a tte rn s  w h ich  m ig h t be re fe rred  to  in  the  h a n d s  o f o th e rs  as 
m in im a lis tic , b u t do n o t becom e so in  h is  hands. “ I w an ted  to show  m y 
m in im a lis t  b re th re n  th a t i t  was possib le  to  w rite  o s tin a to  p a tte rn s  
w ith o u t b o rin g  people to death  and p re te nd in g  the  bo redom  is  a 
m e ta p hys ica l experience.
B a ley ’s a tt itu d e  to w a rds  os tin a to  p a tte rn s  is e v iden t th ro u g h o u t the  
Song W ithou t Words. T h is  is  especia lly  tru e  in  the  la s t m ovem ent o f th is  
w o rk , “D er A b sch e id ” (“F a rew e ll” ). O rg in a lly  conceived as a piece fo r  cello 
and p iano, its  f ir s t  p e rfo rm ance  was g iven on Eb c la r in e t. The “ fa rew e ll ” 
o f the  t it le  is fo r one o f B a ley ’s U k ra in ia n  colleagues, V a le n tin  B ib ik , w ho  
d ied in  2003. The piece w as w r it te n  in  h is  m em ory and  quotes p a r t  o f 
one o f h is  w o rks , the  s ix th  o f h is  Seven M in ia tu re s  f o r  S tring  Orchestra,
V irko  Baley, “P rogram  notes" in  E m ily D ickinson Songbook (Las Vegas: T roppe Note 
P ub lish ing . Inc., 2003), i.
V irko  Baley. em ail, February 7. 2005.
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op. 20. T h is  sm a ll piece o f in fo rm a tio n  represen ts  several aspects o f 
B a ley ’s s ty le  as d isp layed  in  th is  piece; (1) h is  p re occupa tion  w ith  death , 
(2) h is  co n ne c tio n  to h is  hom e land  th ro u g h  B ib ik , and (3) h is  p re d e lic tio n  
fo r q u o ta tio n . The lin e  he bo rro w s  fro m  B ib ik ’s w o rk  is quoted  below.
E xam p le  90: V a le n tin  B ib ik . Seven M in ia tu res, no. 6, rehearsa l n u m b e r 6.
In  octaves
V io lin  II (solo) 
V io la  (solo)
p  J lau tando
E xam p le  91: V irk o  Baley. Songs W ithou t Words, no. 4, m easures 64 -73 .
** To be played freely, as if an unaccompanied solo; no coordination 
frn n rert n itrh ! with piano is needed until ms. 75; dynamics between p  and/'
Eb Clar.
Piano
molto niibato** [,
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Some o f Baley's o th e r ch a ra c te ris tic s  are on d isp la y  In  th is  m ovem ent 
as w e ll. H is  fondness fo r be lls  resonates fro m  the  open ing  chords, w h ic h  
B a ley  describes as “d isso n a n t b e lls .” S tru c tu ra lly , these cho rds  are q u ite  
Im p o rta n t, as they  p rov ide  the  h a rm o n ic  and  m e lod ic  m a te ria l fo r  the  
m ovem en t and give the  lis te n e r the  f irs t  In d ic a tio n  o f the  sound  o f be lls  
th ro u g h o u t the  piece.
E xam p le  92: V irk o  Baley. Songs W ithou t Words, no. 4, m easures 1-5.
Adasio doloroso J=54 rnolto sostenuto (quasi rubato) Piu mOSSO
J=63
Bells PP
trip
Bells
I-------------------------1 5  5
PP\
f m p
leggiero
no
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Some o f the  m o s t v iv id  b e ll w r it in g  occurs in  passages w here  a s ing le  
no te  is  s tru c k  coun tless  tim es. A  pedal C* is  p layed in  th is  w ay fro m  
m ea sure  46  th ro u g h  m easure  59, w here i t  resolves to  a B. T h a t B th e n  
becom es a b e ll o f its  own, a lth o u g h  fo r a s lig h tly  s h o rte r tim e  fram e  
(m easures 59-64). L ike  the  repeated C, the  B resolves one h a lf-s te p  
d o w n w a rd s  to  Bb. The B b is  repeated, a t f irs t  in  the  p iano  fro m  b a rs  64- 
75, b u t e ve n tu a lly  sw itches over to  Eb c la r in e t w h ic h  repeats th e  no te  a ll 
the  w ay to  the  end o f the  w o rk .
Ba ley got the  idea fo r th is  section  w ith  the  repeated tones w h ile  
lo o k in g  over the  second m ovem en t o f Ravel’s G aspard  de  la  N uit, “ Le 
G ib e t.” Note the  s im ila r ity  betw een th a t m ovem ent o f R avel’s and  one o f 
th e  sections o f “ D er A b sch e id .”
E xam ple  93: M a u rice  Ravel. G aspard  de la  Nuit, no. 2, m easures 1-5.
T r è s  l e n t  sans presser ni ra len tir ju sq u 'à  la fin
TJ
PP
un  peu m arque
S ou rd ine  d u ra n t tou te la  p iece
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E xam p le  94: V irk o  Baley. Songs W ithou t Words, no. 4, m easures 46 -51 .
Repeated notes M c i l O  I l lO S S O  J—3 8  .
\  4 5  accel. PlU U lO S S O  J=52
Eb Clar.
Piano r
} } 4 4 .J
(sewpre mf)
Baley has m en tioned  the  p o s s ib ility  o f add ing  one m ore  song fro m  the 
E m ily  D ick inson  Songbook  as p a r t o f the  Song W ithou t Words, b u t  as o f 
th is  w r it in g , th is  has ye t to  m a te ria lize .
The eom position  o f these songs and the  re la ted  in s tru m e n ta l pieces 
show  a new  tendency in  Ba ley s w o rk  d u r in g  the  ea rly  p a r t o f the  f irs t  
decade o f the  2 1 " ce n tu ry : the  m in ia tu re . T h is  m ay have been, as s ta ted  
above, m ere ly  an  a tte m p t a t try in g  to w r ite  sh o rte r w o rk s  a fte r a series o f
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lo n g  ones. However, o th e r events in  Ba ley s life  m a y  have in flu e n ce d  th is  
change. In  S ep tem ber o f 2001 , V irk o ’s fa th e r Peter m oved in to  h is  son ’s 
house . B y  th is  tim e , Peter B a ley was in  h is  early  90s and  experienc ing  
h e a lth  p ro b le m s  one m ig h t expect o f a m an  o f th a t advanced age. He 
w o u ld  pass aw ay tw o  years la te r on Septem ber 29, 2003. T h is  w as 
o b v io u s ly  a s tre ss fu l tim e  fo r V irko . I t  is  e n tire ly  possib le  th a t h is  move 
in to  m in ia tu re  fo rm s  w as b ro u g h t abou t b y  the  dem ands m ade on h is  
tim e  in  c a rin g  fo r h is  fa th e r and the  hom e they b o u g h t toge the r w hen  
Peter B a ley w as m oved to  Las Vegas.
T h is  w as a lso a tim e  w h e n  Baley w as try in g  to  com pose in  a w ay  th a t 
w o u ld  speak d ire c tly  to  an  audience, w ith o u t the  in te rfe rence  o f 
co m p le x ity  th a t m o s t o f h is  w o rks  a t th is  tim e  dem onstra ted . T h is  new  
e ffo rt is rep resen ted  b y  a g roup  o f sm a ll p iano  pieces based a ro u n d  
dance fo rm s, p a r t ic u la r ly  the  tango, w h ic h  Baley had  developed a 
fa sc in a tio n  w ith . T h is  n e w fou n d  in te re s t in  dance and  in  sm a lle r genres 
w o u ld  p rov ide  a b ridge  to  h is  n e x t w o rk  fo r c la rin e t, the  P a rtita  No. 4 
d iscussed in  the  fo llo w ing  chapter.
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CHAPTER 7
PARTITA NO. 4 FO R CLARINETS AND PIANO
B a ley ’s m os t recent w o rk  fo r solo c la r in e t is  the  fo u r th  in  a series o f 
w o rk s  e n title d  “P a rtita .” P rev ious ly  he had  w r it te n  P a rtita  No. 1 fo r th ree  
tro m b o ne s  and three p ia nos  (for M iles  A nderson , a fr ie n d  from  h is  
experiences w ith  the C o n tem p o ra ry  M u s ic  Festiva l); P a rtita  No. 2  fo r 
bassoon and  p iano  (for Y o sh iyu k i and  B re nda  Ish ikaw a , fe llow  fa c u lty  
m em bers a t UNLV), now  s u b tit le d  D ream tim e Suite No. 3; and P a rtita  No. 
3  fo r  v io lin  and p iano (for fe llow  U k ra in ia n  em igre Oleg K rysa, now  
pro fessor o f v io lin  a t the  E as tm a n  School o f M usic).
The w ord  “p a r t ita ” m eans som e th in g  qu ite  d iffe re n t fo r Ba ley th a n  i t  
d id  in  J. S. B a ch ’s tim e . F o r Bach, q u ite  o ften  a p a r t ita  w as a dance 
su ite , b u t fo r Baley p a r t ita ’ also m eans p a rts ,’ even th o u g h  “ i t  a lw ays 
has a t least one dance in  each. P a rtita  No. 1 has one dance m ovem ent. 
No. 2 has th ree  dance m ovem ents, and  Nos. 3 and  4 each have tw o 
dances.
O rig in a lly , Baley had  p lanne d  on w r it in g  h is  fo u r th  p a r t ita  fo r  flu te .
B u t the  flu te  p a r tita  d id  n o t, and has s t i l l  no t, m a te ria lized .
B y the  w ay —  I ’ve s ta rte d  to  th in k  a b ou t P a rtita  No. 5 (No. 4 
is reserved fo r flu te ) fo r c la rin e ts , and w r it te n  especia lly  fo r 
you. 1 th in k  I ’l l  t r y  to  get a New Y o rk  venue to p rem ie re  it.^®
V irko  Baley. em ail. February 21, 2005. 
V irko  Baley. em ail, June  26, 2001.
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T he  o r ig in a l idea  fo r P a rtita  No. 4  eame fro m  a conversa tion  be tw een 
B a ley  and  the  a u th o r  a t B a ley ’s hom e in  1999, d u r in g  the  fin a l stages o f 
w o rk in g  on  P a rtita  No. 3. T h is  d iscuss io n  gave the  a u th o r  the  idea  fo r  the  
new  p a rtita . B a ley and  the a u th o r  had been re hea rs ing  reperto ire , su ch  
as F ra n z  S c h u b e rt’s Arpeggione Sonata, th a t invo lved  th e  use o f the  lit t le -  
used  c la r in e t in  C, so the  idea fo r  the  new  p a r t ita  becam e the  w r it in g  o f a 
piece in  w h ic h  each m ovem ent w o u ld  be p layed b y  a d iffe re n t m e m b e r o f 
the  c la r in e t fa m ily : E -fla t so p ran ino , C, B -fla t and A  sopranos, and  B -fla t 
bass c la rin e ts . B a ley agreed th a t th is  w as a w o n d e rfu l suggestion . B u t 
w o rk  on th e  piece w o u ld  n o t beg in  (in  typ ica l B a ley fash ion ) fo r a few  
years.
W h ile  va ca tio n in g  in  Sedona, A rizona  a ro u n d  T h a n ksg iv in g  o f 2004, 
B a ley  and  the  a u th o r  again  d iscussed  the  piece and  th e  v is io n  th a t  B a ley 
had  o f the  w o rk . He had  in  m in d  a w o rk  in  w h ic h  the  c la rin e ts  and  p iano  
w o u ld  share  equa l space, b u t n o t the  same m o tiv ie  m a te ria l. The fo rm a l 
s tru c tu re  w o u ld  on  one ha nd  be ve ry  s im p le , one in  w h ic h  the  tw o 
p e rfo rm e rs  w o u ld  a lte rn a te  m ovem ents; one fo r c la r in e t fo llow ed o r 
preceded b y  p iano  com m enta ries . M a te ria l fo r the  p iano  p a rt w o u ld  be 
d ra w n  fro m  the  c la r in e ts ’ m ovem ents. T h is  m a te ria l w o u ld  e ith e r be used 
as rem em brances o f w h a t the  c la r in e t has a lready p layed  o r a 
fo reshadow ing  o f th in g s  to come.
Baley a lso had  some stage m ovem ents in  m in d , as the  idea o f a 
p e rfo rm e r s ta n d in g  b e h in d  a p h a la n x  o f c la rin e ts  d id  n o t appeal to  h im . 
He th o u g h t th a t w o u ld  m ake the  piece a b o u t “ the  n u m b e r o f in s tru m e n ts  
everyone cou ld  see on stage ” ra th e r  th a n  ab ou t the  m u s ic a l con ten t. He 
ta lked  a b ou t the  p o s s ib ility  o f h id in g  the  n u m e ro u s  c la rin e ts  b e h in d  the  
p iano. The c la r in e tis t w ou ld  re tre a t b e h in d  the  p iano  a fte r each
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m ove m e n t h e /s h e  p layed and  sw lteh  In s tru m e n ts  w h ile  the  p ia n is t 
p layed  alone. B a ley even im ag ined  th a t the  c la r in e tis t w o u ld  p la y  w h ile  
m ov ing .
E xam p le  95: V irk o  Baley. P a rtita  No. 4, no. 2, m m . 30 -31 . 
In terlu d e  I I
(begin w a lk ing  tow ards the rear o f  the piano)30
A  Cl.
P P
Piano
■a-
P
B a ley ’s o rig in a l idea a b o u t the  fo rm  o f the  piece w as based on  the  
o rd e r in  w h ich  each successive in s tru m e n t w ou ld  be p layed. H is  f ir s t  
th o u g h t on th is  o rd e r w as th a t the  bass c la r in e t w o u ld  be heard  firs t. 
F rom  there, he w o u ld  proceed to  Bb c la rin e t, to A  c la r in e t, to C c la rin e t, 
and  th e n  to a scherzo fo r Eb c la rin e t. T h is  order, Bb -  A  -  C -  Eb, w as 
ve ry  re m in isce n t o f the  m o t if  B -A -C -H  to  Baley, and he toyed w ith  the  
idea o f us in g  th is  w e ll-k n o w n  m o tif  o f the  great J o h a n n  S ebastian  B a ch ’s 
as a b u ild in g  b lo c k  o f the  piece. F o llow ing  th is , m ir ro r in g  the  bass 
c la r in e t opening, w o u ld  be tbe  f in a l m ovem ent on B b  con trabass  c la rin e t, 
w h ic h  in  B a ley ’s w ords  “w o u ld  b r in g  the  specter o f dea th  back  in to  the  
piece a fte r the  jo y  and  fr iv o lity  o f the  Eb c la r in e t scherzo .”
Baley also w an te d  the piece to  be w r it te n  in  su ch  a w ay th a t each
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m ovem en t co u ld  be pe rfo rm ed  separate ly. In  B a ley ’s concep t o f the  piece, 
i t  w o u ld  be s im ila r  to rea d in g  a series o f le tte rs  be tw een corresponden ts . 
One cou ld  get d iffe re n t ideas a b ou t the  le tte rs  depe nd ing  on w h ic h  
p e rso n ’s (or p e rfo rm e r’s) p o in t o f v iew  w as taken . The fu l l  piece w ou ld  
th e n  act as a conversa tion  betw een the  two.
The f irs t  m ovem ent to  be com posed w as th a t w h ic h  fea tu red  the  Bb 
co n tra ba ss  c la r in e t. The com poser and Mr. B o n e n fa n t f ir s t  m e t on 
J a n u a iy  20 0 5  to d iscuss  the p o ss ib ilitie s  o f th is  w o n d e rfu l i f  se ldom  
used in s tru m e n t. Baley w as p a r t ic u la r ly  in te res ted  in  e x p lo itin g  the  
in s tru m e n ts  u p p e r reg ister, w a n tin g  to poss ib ly  have the  range o f the  
con tra bass  ove rlap  th a t o f the  o th e r in s tru m e n ts . The fo llo w in g  exam ple 
show s w h a t th e  con trabass  c la r in e t w as capable of.
E xam p le  96: V irk o  Baley. P a rtita  No. 4, no. 4, m m . 1-6.
Lento e sotto voce J=48
CB Clar.
P PPPPP
Piano PP (sem pre w ia  corda) PP
'8'"'------------
4 .
É
y  y
PPPP
ppp
m PP
PP
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The nex t day, Baley showed M r. B onen fan t the  open ing  m easures o f 
th is  m ovem ent. The f irs t  to  be com posed was a lso the  f irs t  to be 
pe rfo rm ed , “Passaeaglia” fo r  con trabass  c la rin e t and  p iano  was f irs t  
p e rfo rm ed  a t a w o rksh o p  co ncert on F e b ru a iy  19, 2005, b y  the  a u th o r 
and  V irk o  Baley.
I t  took a n o th e r m o n th  fo r  a second m ovem ent to  appear, p lu s  the  
com ple te  ve rs ion  o f the  m ovem ent fo r  con trabass. The new  m ovem ent 
w o u ld  be the  opening, “O ve rtu re  (In tra d a )” fo r bass c la r in e t solo. Baley 
a lso m en tioned  some changes in  h is  idea o f the  piece a ro u n d  th is  tim e  
(F ebruary  o f 2005). The m ovem ents  fo r C c la r in e t and  e ith e r A  o r Bb 
w o u ld  be je ttiso n e d , leav ing  fo u r m ovem ents fo r the  c la r in e tis t; bass. A /  
B b c la rin e t. F b  c la rin e t, and  Bb C ontrabass, p lu s  the  p iano  in te rlu d e s .
B y the tim e  Baley got a c lea r v iew  o f w h a t th e  piece needed to  be, he 
had  d e fin itive ly  pared  the  n u m b e r o f m ovem ents (and in s tru m e n ts ) dow n 
to  fo u r: “O ve rtu re ” (bass c la rine t), “Song W ith o u t W ords” (c la rin e t in  A), 
“D ance W ith o u t W ords” (c la rin e t in  Fb) and “Passaeaglia” (Bb con trabass  
c la rine t). P a rtita  No. 4  w as conceived as a co n tin u o u s  w o rk  -  a lth o u g h  in  
fo u r  separate m ovem ents. There w o u ld  be no b re a k  betw een th e  fo u r 
m ovem ents. Instead, the re  is a l in k  between each m ovem ent, p e rfo rm ed  
b y  the  p iano. The l in k  serves tw o purposes: to s u p p ly  a coda to  each 
m ovem ent, and to create a tra n s it io n  to  the  fo llo w in g  m ovem ent. These 
th ree  lin k s  B a ley s u b tit le s  as “ In te r lu d e s ” and each has a ve ry  specific  
purpose. The in te r lu d e  be tw een the  “ In tra d a ” and  “Song W ith o u t W ords” 
p icks  up  the  second p a r t o f the  m a in  them e and  g ra d u a lly  tra n s fo rm s  i t  
in to  an accom pany ing  o s tin a to  in  the  “Song W ith o u t W ords” .
Baley gives us an  oveiw iew  o f th is  new  w o rk , com p le ted  ju s t  days 
before th is  w r it in g .
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In  b rie f, the  general fo rm  o f the  com plete w o rk  is:
1. “O ve rtu re ” In tro d u c tio n  (Lento): p iano  solo;
2. “O ve rtu re ” bass c la r in e t solo (Lento) fo llow ed by:
3. “O ve rtu re ” bass c la r in e t solo (Allegro con b rio )
4. “ In te r lu d e  One” p iano  solo ta k in g  as a s ta r t in g  p o in t the  f in a l 
ph rase  o f the bass c la r in e t solo. The bass c la r in e t leaves the  
stage.
5. “Song W ith o u t W ords” the  p iano  co n tinu e s  as an o s tin a to  
p a tte rn  the  la s t ph rase  o f In te r lu d e  1; th e  c la r in e t in  A  b u ild s  a 
new  m e lody over the  p iano  os tina to . A t the  end, the  c la r in e t in  A 
leaves the  stage, now  accom pany ing  the  p ian o  in :
6. “ In te r lu d e  Tw o” a coda to  “Song W ith o u t W ords” ; a t the  end, the 
E -fla t c la r in e t comes to the  stage, p e rfo rm in g  a fas t fig u re  th a t 
is a p re cu rso r to the  m a in  them e o f the  n e x t m ovem ent.
7. “Dance W ith o u t W ords” here the  E -fla t c la r in e t and p ia n o  share 
the  moto perpetuo  tw o-vo ice c o u n te rp o in t. W hen [the] c la r in e t in  
E -fla t leaves the stage, the  p iano  co n tinu e s  to  fu r th e r  e labora te  
one o f the  them es, a t one p o in t, the  E -fla t c la r in e t jo in in g  i t  
from  the  rea r o f th e  stage. T h is  is  “ In te r lu d e  T h ree .”
8. “ In te r lu d e  Three” is  in te rru p te d  th ree  tim e s  b y  a ve ry s low  
d irg e -like  m otive, w h ic h  becom es the  passaeaglia  them e o f the  
fo u r th  m ovem ent. The con trabass  c la r in e t comes o u t as the  
“ In te r lu d e ” ends.
9. “Passaeaglia” is a n o th e r “a r ia ” , b u t  th is  tim e  fo r the  low est 
in s tru m e n t in  th e  c la r in e t fam ily . The shape o f the  m ovem ent is 
s im ple : the  co n tra  begins in  the  h ig h e s t re g is te r and  g ra d u a lly  
descends in to  its  low est reg ion. The p iano  beg ins in  the  low est 
and g ra d u a lly  ascends in to  its  a lm os t h ighes t. A lth o u g h  on  the 
fin a f page, the passaeaglia  m otive  re tu rn s  in  the  p iano  in  the  
extrem e low  range, com p lem en ting  and  s u p p o rtin g  the  con tra . 
There is a b r ie f coda, w hen  the  p iano  b r in g s  back, as a m em ory, 
the  open ing  tw o m easures o f th e  “O ve rtu re ” , the  co n tra  
m im ic k in g  the bebu ng  as well.™
A cco rd ing  to  Baley, “The w o rk  is pa n to na l; th a t  m eans th a t i t  serves a 
n u m b e r o f a lte rn a tive  ve rs ions  o f the  same fu n d a m e n ta l, w h ic h  in  the  
beg inn ing , is E -fla t. I t  is  a piece on E -fla t, ra th e r th a n  in  E -fla t. There  is 
a ra th e r fam ous exam ple o f i t  b y  Lou H a rriso n , w ho  w ro te  a S ym phony  
on G. One can create a v a r ie ty  o f syn th e tic  scales on  an y  tone and  merge
V irko  Baley. em ail. M arch 4, 2005.
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th e m  in to  the  overtone series -  and, o f course, one can create p o ly to n a l 
re fe rences (h ig he r overtones)."*' In  the  exam ple below , no te  how  Baley 
m a in ta in s  the  so u nd  o f th e  Eb th ro u g h  the  f irs t  few  m easures o f the  
w o rk .
E xam p le  97; V irk o  Baley. P a rtita  No. 4, no. 1, m m . 1-6. 
Lento J=52 
n I 14
Piano
É
mp PP
jbjJJ A
p  ccnUahilc 
m p
r f  f  y — - f
m p P P  m p
8 ' * "
m pTpp
PP
m p p p p
U ltim a te ly  the  idea o f w r it in g  fo r the  en tire  fa m ily  o f c la rin e ts  
m o rph ed  in to  so m e th in g  else fo r Baley, a k in d  o f su p e r-e la rin e t, m u ch  
like  the  w ay he described the  open ing  o f h is  Piano Concerto  as becom ing  
a k in d  o f s ing le  su p e r m a lle t in s tru m e n t (see page 60). “T h is  is  a w o rk  
w r it te n  fo r a c la r in e t th a t doesn ’t ex is t; o r ra ther, fo r  a c la r in e t in  fo u r  
pa rts : fro m  the  h ig h e s t to  the  low est. B u t  to h ide  th a t  separa tion , each 
c la rin e t's  range is  used so th a t i t  overlaps the o ther. One can sa fe ly  say 
th a t the re  is a p itc h  range th a t a ll fo u r  c la rin e ts  share. T h a t is w h y  the  
w o rk  is  a c o n tin u o u s  m e ta -m ovem en t -  a ll the  p a rts  f i t  in to  a s ing le  
ta p es try ." ™
One o f B a ley ’s favo rite  devices, the  bebung, asserts its e lf  im m e d ia te ly  
a t the  o u tse t o f the  w o rk . M ore so th a n  in  any o th e r w o rk  o f h is , the  
bebung  is even tra n s fe re d  to  tem pos th a t w ou ld  n o rm a lly  be considered
V irko  Baley. em ail. M arch 4. 2005. 
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m u c h  too fas t fo r th is  te ch n iq u e  to be heard. “The p r lm a iy  conce it o f the 
piece is the  “b e b u n g .” I t  beg ins and ends the  piece; i t  is  fo u n d  in  every 
m ovem ent; i t  beeomes the  “u r - m o t i f ’ o f the  w ho le  pieee. The idea o f an 
echo, w h ic h  is w h a t a bebu n g  is, is  fu r th e r  exp lo red  in  a k in d  o f m e ta ­
echo (extended reve rbe ra tion ); the  basso o s tina to , th e  repeated p a tte rn  
th a t  is used exhaustive ly , especia lly , in  “Song W ith o u t W ords” , “Dance 
W ith o u t W ords” , and “Passaeaglia.” ^̂  The be bun g  th a t begins the  piece 
can  be seen in  E xam ple  97  on  the  p rev ious  page.
The m o s t u n lik e ly  spo t in  w h ic h  the  bebung  m akes its  appearanee is 
in  the  f irs t  m ovem ent a t th e  ehange o f tem po fro m  lento  to a llegro  con 
brio. Baley gives a h in t  o f the  k in d  o f fee ling he w as loo k in g  fo r here w hen  
he tr ie d  to deseribe the  w ay  i t  sh o u ld  be p layed as “G e n y  M u llig a n - lik e .”
E xam ple  98: V irk o  Baley. P a rtita  No. 4, no. 1, m m . 1-4, bass e la rine t. 
Allegro con brio J=138
quas i bebung
Bs. Cl.
f P  . f  P . f  P f  P  f P  f P
“T h is  p a rtita , m ore  th a n  th e  o th e r th ree , is  dom in a te d  by  the  idea o f 
dance (body m ovem ent), the  f irs t  m ovem ent a bass e la rin e t so lo  (fast); 
the  second a s low  b a llad ; th e  th ird  m ovem ent: a w h ir l in g  de rv ish  o f a 
dance; and the  fo u r th  m ovem ent, a n o th e r s low  dance (w ith  its  o rig in  in  
the  B aroque).”
Baley a lso described  w h y  in  so m a n y  pieces o f h is , the  tene ts  o f
V irko  Baley. em ail. M arch 4, 2005. 
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se ria lis m  and the  F ibonacc i n um be rs  are a t least p a r t ia lly  re spons ib le  fo r  
h o w  he co n tro ls  the  s tru c tu re . “The m acro  and m ic ro  s tru c tu ra l e lem ents 
are eon tro lle d  b y  the  idea o f p ro po rtio n s . T h is  is n o th in g  new. So is  
P a les trin a 's  m us ie , B a ch ’s, C h o p in ’s, W agner’s, D ebussy ’s, B a rto k ’s, 
[Lenn ie ] T r is ta n o ’s, etc. To achieve th is  end, the  com poser uses the  
a n c ie n t p rin e ip le s  o f o rgan iza tion  th a t have su rfaced  u n d e r tw o 
head ings: se ria lism  and F ibonaeci. ”
In  a series o f conve rsa tions  w ith  Baley, 1 had  h im  e xp la in  some o f the  
w ays in  w h ie h  he uses se ria lism  and the  F ibonaeci series. He used  the  
“Song W ith o u t W ords ” m ovem ent o f th is  p a rtita  to  re fe r to  as he was 
g u id in g  me th ro u g h  h is  th o u g h ts .
In  the  “Song W ith o u t W ords, ” no tiee  the  tw o vo iced them e in  the  
p iano . In  co m b in a tio n , b o th  co n ta in  s ix  p itches: G#, B, F, A#, D #, D,
(two th ree -no te  tr ia d s ): G# and B are repeated th ree  tim es.
E xam ple  99: V irk o  Baley. P a rtita  No. 4, no. 2, m m . 1-2.
1
Piano
-
,  i')ij
In  P art One o f the  m ovem ent (m easures 1 - 15), w h a t B a ley ca lls  “ the  
m o d u la to ry  p rogress ion  in  the  p ia n o ” co n ta in s  fo u r  p itches . In  s lig h tly
V irko  Baley. em ail. M arch 4, 2005.
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s im p le r  te rm s, the re  are fo u r  “ to n ic s ” is  th is  section; G# fo r five 
m e asures  (see E xam ple  57), F fo r  tw o m easures, G fo r th ree  m easures, 
and  F# fo r five m easures. The m easure  p a tte rn  fo r the  fo rm a l design  o f 
P a rt O ne is 5 -2-S -5 , a ll F ibonace i n um be rs . Faeh o f the  h a rm o n ie s  on 
these fo u r  notes transpose  exac tly  a t f irs t, g iv ing  th e m  a ll the  sam e basic 
ch o rd  q u a lity  as the  ehord in  E xam ple  57. Later, B a ley s ta rts  to  a lte r the  
q u a lity  o f the  ehords on tra n s p o s itio n , as i f  he is m ov ing  from  m a jo r to 
m in o r  to  d im in is h e d  tr ia d s . W h a t is im p o rta n t here is  the  bass 
m ovem ent. Here we see how  B a ley ’s m e n tio n  o f Lou H a rr is o n ’s Sym phony  
on G is  re levan t.
In  P a rt Two, (m easures 16 - 29), the  ton ie  p itch es  are C# (two 
m easures), F  (three m easures), D (five m easures —  B a ley  eonsiders the 
added 3 /8  and 5 /8  ba rs  as ex tens ions o f the  p rev ious  bar), and  D # (two 
m easures), fo r a fo rm a l p a tte rn  o f 2 -3 -5 -2 , a v a r ia tio n  o f P art O ne ’s 
fo rm a l p a tte rn  o f 5 -2 -3 -5 .
In  In te r lu d e  11, the  to n ic  p itch e s  are B b (three m easures), A  (three 
m easures), C (three m easures), B (one m easures), B b (one m easure), F # / 
Gb (one m easure).
E xam ple  100: V irk o  Baley. P a rtita  No. 4, no. 2, bass m ovem ent.
tra n s p o s itio n  o f P art I
P art One P art Two In te r lu d e  Two
Bass
\}~l
B -A -C -H
tra n s p o s itio n  o f Part I
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A  fo u r-n o te  m o d u la to ry  eell, based on the BACH m o tive  and  p resen t 
in  In te r lu d e  11, is m o d u la te d  th ree  tim es, re s u lt in g  in  the  use o f a ll tw e lve 
p itch es . The  fo rm a l design in  the  f irs t  tw o  pa rts  is  a ro ta tio n : P a rt One - 
5235 ; P a rt Two - 2352. Therefore  “ In te r lu d e ” sh o u ld  have been 3523 , i f  
B a ley  w ere  fo llo w ing  h is  ow n ru les ; ins tead  i t  is  333 and  3 again, b u t  as 
a cadence, th u s  (1 + 1 + 1 = 3). T h is  a llow s Baley to  feel th a t the  th ird  p a r t 
has a m ore  re g u la r phrase  s tru c tu re , a llow ing  fo r the  la s t th re e  ba rs  a 
g rea te r caden tia l s ta b ility . A ll o f these n u m erie a l referenees s t i l l  fa ll 
w ith in  th e  rea lm  o f the  F ibonacci series. The eon tro l fa c to r is th e  bas ic  
re la t io n s h ip  o f T.2:3:5:(8):(13). A fte r the  basic  s tru c tu re  has been set up , 
B a ley w il l  b r in g  in , as the  ear d ie tates, w h a t he w o u ld  ca ll “ ir ra t io n a l” o r 
“ ir re g u la r  re la tio n s h ip s .” They are the re  to  d ispe l a n y  fee ling  o f 
p re d ic ta b ility  and are also an exam ple  o f e m be llishm en t, o r re s u lt o f 
e m b e llish m e n t o r eo n trac tion .
N ow  n o tice  the  them e in  the  e la rine t. Here is the  fo rm  o f w h a t Ba ley 
re fe rs  to as the  va rio u s  phrase  ce lls in  m easures 3 -7 ; one note , tw o 
notes, tw o notes, tw o  notes, five no tes + one note , tw o  notes, tw o  notes, 
tw o notes, and e igh t notes.
E xam ple  101: V irk o  Baley. P a rtita  No. 4, no. 2, e la r in e t line , m m . 3-8 .
Clarinet in A
1 note 2 2 2 5 + 1
.3
^  - J
1 1 1 1 1 I
------- r -
S
—
.W » ----- — # -----
Held lo r  X n u m b e r o f 8 th  notes: 8  1+2 1+2 1+4 irrational
2 2 2 8
* r v  r r r r
1+2 1+3 1+2
1 2 4
10:6
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As we look  even deeper, the  1st no te  (G#) is he ld  fo r e igh t 8"^ notes.
The n e x t tw o no te  phrase  g ro up  is  m ade u p  o f th e  fo llo w ing  rh y th m ic  
va lues: 1+2 = 3: th is  ph rase  is  sequenced th ree  tim es, fo llow ed b y  a 
tra n s it io n  in to  th e  n e x t sequence b y  a q u in tu p le t th a t se ttles on  D # fo r 
tw o 8"" no te  va lues, th e n  th e  tw o  note  phrase  is aga in  repeated th ree  
tim es, b u t th is  tim e  s ta r t in g  on C#. Now the  rh y th m ic  va lues o f the  2- 
note  eells are 1+2, 1+3, 1+2, fo llow ed  b y  a tra n s it io n  l in k  o f e igh th  notes. 
T h is  type o f device is used th ro u g h o u t the  res t o f the  pieee.
The e n tire  w o rk  w as p rem ie red  on M a rch  15, 2005  in  Las Vegas by 
the  a u th o r  on e la rin e ts  and  th e  com poser on p iano . One pe rfo rm anee  
p rob lem  th a t is p a r t ie u la r ly  n o te w o rth y  is the  upkeep  o f fo u r  separate 
reeds d u r in g  the  pe rfo rm ance . T h is  is especia lly  p ro b le m a tic  w ith  the  
con trabass  in s tru m e n t fo r tw o  reasons: f irs t, because i t  is  the  la s t to  be 
p layed and the re fo re  has m ore  tim e  to d ry  ou t, and  second, because o f 
its  size, i t  is m ore d if f ie u lt  to  m a in ta in  its  consis tency. The p rob lem  w as 
solved b y  soak ing  a ll o f the  reeds in  w a te r fo r fo u r  h o u rs  before the  
b e g in n in g  o f the  re c ita l. W h ile  w a rm in g  up , eaeh reed w o u ld  be ta ke n  o u t 
o f the  w a te r in  o rd e r to  p la y  an  in s tru m e n t. As soon as th a t specific  
in s tru m e n ts  had  been tested, the  reed w as p u t b a ck  in to  w ater. T h is  w as 
m ore o f a p rob lem  in  Las Vegas w ith  its  exeessively d ry  e lim ate , b u t  i t  is  
s t i l l  lik e ly  th a t o th e r p e rfo rm e rs  w il l  have s im ila r  issues, i f  n o t to  the  
ex ten t o f someone w ho  lives in  a desert.
B a ley ’s new  pieee is  q u ite  success fu l in  w h a t i t  a tte n p ts  to  do. I t  
d isp lays the  v a rio u s  tim b re s  o f the  e la rin e t fa m ily , and  how  th e y  overlap. 
The dance-like  q u a lity  o f the  w o rk  is eas ily  appa ren t, especia lly  in  the  
f irs t  m ovem ent, “O ve rtu re ,” and  the  th ird  m ovem ent, “Dance W ith o u t 
W ords. ” He m a in ta in s  the  eonnee tion  to Lou  H a rr is o n ’s idea o f h av ing  the
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piece based “on ” a ton ie  note  ra th e r  th a n  “ in ” a to n ic  key. B a ley ’s 
ch a ra c te r is tie  q u a litie s  —  the  use o f a solo in s tru m e n t to  beg in  the  w o rk , 
h is  use o f the  bebung , the  ove rlapp ing  o f ph rase  leng ths , h is  use o f odd 
tim e  s ign a tu re s , the  in flu e n ce  o f ja zz  —  are a ll ev iden t in  th is  w o n d e rfu l 
new  w o rk . H o p e fu lly  i t  w il l  becom e a p a rt o f the  re p e rto ire  o f m a n y  
adven tu resom e c la rin e tis ts .
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CHAPTER 8
SU M M ARY AN D  PROJECTED WORKS
The c la r in e t m us ie  o f V irk o  B a ley  shows several aspects o f the  s ty le  o f 
B a ley ’s co llective  w ork . Ba ley's c u r re n t s ty lis tic  pa thw ays  m ay be bes t 
described as a new  g loba l k in d  o f sovereignty. There is no longer a s ing le  
d o m in a tin g  o r do m in e e rin g  s ty lis t ic  set o f ru le s  o r bounda ries , b u t  a k in d  
o f g loba l to ta lity  o f ebbs and  flow s o f the  e o n te m p o ra iy  au d ib le  d iscou rse  
th a t is p rac ticed  by the  m u s ica l soc ie ty  a t large. I t  is  con g ru e n t w ith  
p o s tm o d e rn ism  in  th a t i t  ove rw he lm s any a tte m p t to  s tr ic tu re  i t  in to  
tra d it io n a l b in a ry  d iv is io n s  b y  e xp lo rin g  va rio u s  p o ss ib ilitie s  th a t  a rise  
fro m  c irc u la tio n , m o b ility , d iv e rs ity  and the  m ix tu re  o f seem ing oppos ing  
ideologies. T h is  m ix tu re  a tta cks  a n y  a tte m p t to  im pose on i t  a n y  fixed  
bounda rie s , be i t  to n a lity , a to n a lity , m in im a lis m , m o da lity , 
im p ro v isa tio n , w o rld  m u s ic , e th n ic ity , u rb a n ism , etc. W ith in  the  same 
m easure, a ll such  m o d a litie s  can operate (for exam ple, the  open ing  o f 
“Ju ra ss ic  B ird ” : a n a rch y  and  sym m e tiy ). T h is  is n o t th e  now  tra d it io n a l 
p o lys ty lis tic s  a  la  S ch n ittke , o r p u rp o se fu l a n ach ro n ism  o f Rochberg, b u t 
ra th e r  a syn thes is  o f v a r io u s  m u s ic a l h ie ra rch ie s  in to  a f lu e n t s tream  o f 
associa tions.
In  any s ty lis t ic  tra d it io n  the re  is  a co rrec t w ay to  resolve a p rob lem : a 
ce rta in  w ay to  deal w ith  a d o m in a n t seventh in  the  c lassica l; in  the  
rom an tic , a use o f co n son a n t "cho rds  ' in  se ria lism , etc., etc. In  Ba ley's 
m us ie  these ru le s  are o ften  in te rcha nged , as the  m o d e rn  ear "knows "
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these tra d it io n s  and  "unde rs ta nds" w hen  th e y  are b e ing  s h o rt-c irc u ite d  
and  co m b in e d  in  u n o rth o d o x  w ays, re s u lt in g  in  new  w ays o f he a rin g  
th e m . A ga in , th is  is  p a r t o f the p o s tm o d e rn  tra d it io n  o f the  new.
So w h a t does B a ley have p lanne d  fo r  the  fu tu re ?  F irs t o f a ll, h is  
e o lla b o ra tio n  w ith  th is  a u th o r and o th e r c la r in e tis ts  w il l  con tinue . B a ley  
has expressed in te re s t in  w r it in g  a pieee u s in g  a s im ila r  prem ise as has 
th e  E n g lis h  c o m p o s e r/c la r in e tis t Paul H arvey. Ba ley h ea rd  a 
p e rfo rm an e e  by th is  a u th o r o f H arvey ’s Three E tudes on Themes o j  
G e rsh w in  and was im m ed ia te ly  ta ke n  w ith  the  p o ss ib ilit ie s  p resen ted  in  
H a rvey ’s paraphrases. A lso, Ba ley w ishes  to  w rite  a duo  fo r  the  a u th o r  
and  tro m b o n is t N a th an  Tanouye, p o ss ib ly  u t i liz in g  th e  tw o  p e rfo rm e rs ’ 
co m fo rt in  bo th  the  c lass ica l re a lm  and in  the  jazz  w o rld . He has a t the  
t im e  o f th is  w r it in g  been asked to  w r ite  a duo  fo r c la r in e tis ts  F. G e rra rd  
E rra n te , fo rm e r p ro fessor o f m u s ic  a t O ld  D o m in io n  U n iv e rs ity  and  Past 
P res iden t o f the In te rn a tio n a l C la r in e t A ssoc ia tion , and  D. Gause- 
Sne lson, p ro fessor o f m u s ic  a t the  C o m m u n ity  College o f S o u th e rn  
Nevada and  d ire c to r o f th a t in s t itu t io n ’s In te rn a tio n a l New M usie  
Festiva l. One fin a l w o rk  he has m en tion e d  is  a concerto  fo r  c la r in e tis t 
D av id  G resham , w ith  e ith e r a sym p h o n y  o rches tra  o r a w in d  ensem ble  as 
the  accom pany ing  ensem ble. In  any case, he w il l  c o n tin u e  c o n tr ib u tin g  
to the  c la r in e t lite ra tu re , and c la r in e tis ts  w il l  welcom e those  a d d itio n s  to  
the  reperto ire .
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APPENDIX I
LIS T OF COMPOSITIONS 
BY V IR KO  BALEY
ORCHESTRAL:
S ym phony No. 2: "Red E a r th ” fo r eham ber o rc h e s tra ................................2004
U nifo rm s o f  S now  fo r sop rano  and eham ber o rc h e s tra ............................. 2002
D ream tim e S u ite  No. 4 fo r  o rc h e s tra .................................................................20 00
K ly te m n e s tra  fo r  m ezzo-soprano and  o rc h e s tra .........................................  1999
S ym phony No. 1: “Sacred M o n u m e n ts ” fo r o rc h e s tra ..............................  1997
P artita , a concerto  grosso fo r so lo is ts  and  o rc h e s tra ................................ 1995
O rpheus S ing ing  fo r oboe and  s t r in g s ............................................................. 1994
S ym phony No. 1
(firs t tw o m ovem ents fro m  S ym phony No. 1 a b o ve )............................ 1990-93
A dam 's  Apple , p re lude  fo r  o rches tra  ..............................................................  1991
In te rlu d e  fo r oboe, h a rp  and  th ree  s tr in g  o rc h e s tra s ................................ 1991
Piano Concerto No. 1 ......................................................................................... 1990-93
V io lin  Concerto No. 2 ..............................................................................................  1988
V io lin  Concerto No. 1 ................................................................................................ 1987
D um a: A  S o liloquy  fo r o rc h e s tra .......................................................................  1985
Woodcuts fo r  s tr in g  o rch es tra  ...........................................................................  1971
INSTRUMENTAL:
Tw o Pieces fo r tw o  ha rps , ce llo  and p e rc u s s io n ...........................................2005
P a rtita  No. 4 fo r  c la rin e ts  and  p ia n o ................................................................. 2005
Songs W ithou t W ords fo r v io lin  (or v io la , cello, Eb c la rin e t,
flu te  o r bassoon) and p ia no  .............................................................................20 02 -4
“E t lu x  p e rp é tu a ... (rest in  peace)” fo r  p ia n o ....................................................2004
“...a  tro is ” fo r  v io lin , v io lo n ce llo  and p ia n o .........................  1998; tra n s . 2004
“P q ja r illo ” fo r  p ia n o .................................................................................................. 2001
“...a  tro is ” fo r oboe, bassoon and  p ia n o .........................................................  1998
T reny I  fo r v io lon ce llo  ...........................................................................................  1998
T reny  II  fo r 2 v io lo n ce lli .......................................................................................  1998
Persona I I  fo r c la r in e t............................................................................................. 1998
Persona I  fo r o b o e ...................................................................................................  1996
T re n y / / / fo r v lo lo n e e llo ..........................................................................................  1998
O rpheus S ing ing  fo r oboe and  s tr in g  q u a r te t ............................................... 1994
D ream tim e  fo r cham be r e n s e m b le .............................................................  1993-95
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D ream tim e  Suite  No. 1 fo r c la rin e t, v io lin  and  p ia n o ........................... 1993-94
P a rtita  No. 2 fo r bassoon and p ia n o .................................................................  1992
D uo-C oncertante  fo r v io lonce llo  and  p ia n o .................................................... 1990
N o c tu rn a l No. 6 fo r  p iano  ..................................................................................... 1988
“A d a m ’s A pp le "  fo r w oodw ind  q u in te t ...........................................................  1989
S cu lp tu red  B irds  fo r e la rin e t and p ia n o .....................................  1978, 1982-84
“.. .f ig m e n ts ” fo r solo v io lin  (24 E tude s  T ab leaux, B ook 1)..................1981-92
N o c tu rn a l No. 5 fo r p iano  ..................................................................................... 1980
P a rtita  No. 1 fo r th ree  trom bones and  th ree  p ianos  ....................  1970, 1976
N o c tu rna l No. 4 fo r p iano  (fo rm e rly  M usic For P iano I ) .............................  1971
N o c tu rn a l No. 3  fo r th ree  p ia n o s ........................................................................ 1970
N oc tu rna l No. 2 fo r p iano  ..................................................................................... 1960
Tw o D um as  fo r p ia n o ............................................................................................. 1959
N oc tu rna l No. 1 fo r p iano  ..................................................................................... 1958
VOCAL:
The E m ily  D ick inson  Songbook, Vol. 2 fo r  voice and  p ia n o .......................2002
The E m ily  D ick inson  Songbook, Vol. 1 fo r voice and  p ia n o .......................2001
A  Jo u rn e y  A fte r Loves fo r b a rito n e  and  p ia n o ............................................. 1999
K ly te m n e s tra  fo r m ezzo-soprano, e la rin e t, v io lin
an d  p iano  4 -h a n d s ..........................................................................................  1997-98
T re n y  fV fo r  soprano  and  2 b io lo n c e ll i...........................................................  1998
W ords V II (“Edge”) fo r m ezzo-soprano and ch a m be r e n s e m b le ............  1993
T w o Songs in  O lden S ty le  fo r soprano  and p ia n o ......................................  1960
OPERA (work-in-progress):
H unger, an o p e ra .............................................................................................. 1986-95
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APPENDIX II
LIST OF AR TIC LES IN NEW  GROVE 
DIC TIO NAR IES BY V IR KO  BALEY
New Grove D ictionary  o f Music
U k ra in ia n  a r t m u s ic  
L v iv  (m us ica l life  in ]
K h a rk iv  (Kharkov) (m us ica l life  in) 
K iev (Kyiv) (m us ica l life  in)
O dessa (m us ica l life  in)
F e d ir A k im e n k o  
Vasyl B a rv in s k y  
V a le n tyn  B ib ik  
D m y tro  B o rtn y a n s k y  
K o n s ta n ty n  D ankevyeh 
M yko la  D y le tsky  
V o lod ym yr F e m ilid i 
V ita liy  H od z ia tsky  
Leon id  H rab o vsky  
V o lod ym yr H u b a  
M y k h a ilo  K a lachevsky 
Ivan  K a raby ts  
A le m d a r K aram anov 
D m y tro  K lebanov 
Levko K o lodub  
B o ris  Kosenko 
M yko la  Leontovyeh 
B o ris  L y a to s h y n s k y  
H eo rh iy  M a iboroda ,
Y u liy  M eytus  
Levko R evu tsky  
O le ksa n d r S h ch e tyn sky  
A n d r iy  S h to h a ren ko  
V a le n tin  S ilve s trov  
M yro s lav  S k o iy k  
Yevhen S tankovych
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M y k h a ilo  T its  
A rte m  Vedel.
New Grove D ictionary  o f Opera
M yko la  A rka s  
“B o h da n  K h m e ln y tsky " 
D n ip ro p e tro v s k  
K o n s ta n ty n  D ankevyeh 
D o n e tsk
V o lod ym yr F e m ilid i
“G o lden R ing ” (“Z xo lo ty i O b m e h ”)
V ita liy  H ub a re n ko
opera in  K iev (Kyiv)
opera in  K h a rk iv  (Kharkov)
V ita liy  K yre iko  
opera in  Lv iv  (Lvov)
M yko la  L ya to sh yn sky
H eo rh iy  M a ibo roda  (M ayboroda)
Y u liy  M eytus
opera in  Odessa
O ksana  P etrusenko
B o ris  P id ho re tsky
K yry lo  S te tsenko
opera in  U k ra in e
V o lodym yr Zahortsev
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V ITA
G ra d u a te  College 
U n iv e rs ity  o f Nevada, Las Vegas
T im o th y  B o n e n fa n t
Hom e Address:
5118 B la n to n  D rive  
Las Vegas, Nevada 8 9122
Degrees:
B ache lo r o f A rts , M u s ic  P erfo rm ance , 1982 
U n iv e rs ity  o f Nevada, Las Vegas
M aste r o f M us ic , M u s ic  P erfo rm ance , 1984 
U n iv e rs ity  o f Nevada, Las Vegas
M aste r o f F ine A rts , M u s ic  P erfo rm ance, 1986 
C a lifo rn ia  In s titu te  o f the  A rts
Specia l H onors:
Second Place, In te rn a tio n a l C la r in e t A ssoc ia tion  O rch es tra l 
A u d it io n  C om pe tition , S to ckh o lm , Sweden. 2002.
W in n e r o f Jam es H u n tz in g e r C oncerto  C om pe tition , U n ive rs ity  o f 
Nevada, Las Vegas. 2003.
D is s e rta t io n /T h e s is  T itle : V irk o  Baley: A n  E xa m in a tio n  o f H is  W orks 
T h a t Fea tu re  C la r in e t
D is s e rta tio n /T h e s is  E x a m in a tio n  C om m ittee :
C ha irpe rson , K enne th  H an lo n , D .M .A .
C om m ittee  M em ber, S tephen C ap lan , D .M .A .
C om m ittee  M em ber, George S te llu to , M .M .
C om m ittee  M em ber, M a rin a  S tu rm , D .M .A .
G radua te  F a cu lty  R epresenta tive , Je ffre y  Koep, Ph. D.
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